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EDITORIAL  NOTE 


Much  enthusiasm  and  energy  has  gone  into  this  first  annual  issue  of 
New  German  Review:  A  Journal  of  Germanic  Studies.  The  overall 
response  to  a  journal  for  graduate  students  in  Germanic  Languages  has 
been  very  encouraging.  The  editorial  board  wishes  to  thank  all  those 
who  have  supported  us  along  the  way — faculty  members  in  the  UCLA 
Department  of  Germanic  Languages,  the  UCLA  Graduate  Students 
Association,  and  interested  subscribers.  Most  of  all,  we  thank  the 
numerous  graduate  students  who  submitted  papers  for  publication  con- 
sideration. Unfortunately,  we  could  not  publish  all  the  submissions 
which  we  received,  but  we  wish  to  see  this  high  interest  continue  over 
the  years. 

The  idea  for  a  journal  emerged  very  spontaneously,  as  if  to  meet  a 
pressing  need  which  has  been  unfulfilled  in  graduate  study.  During 
the  long  and  rigorous  years  of  study,  a  graduate  student  hopes  to  at- 
tain professional  accuracy  and  independence  in  research  and  writing. 
Contributing  to  the  publication  of  a  journal,  either  as  an  editor  or  an 
author,  offers  the  best  opportunity  to  acquire  the  precision  necessary 
for  an  academic  career. 

The  editorial  board's  main  criteria  for  selecting  publishable  articles 
were  originality  and  uniqueness  of  research.  The  papers  brought 
together  in  this  issue  either  present  new  perspectives  on  well-known 
authors  and  their  works,  or  else  delve  into  problems  concerning  seldom 
treated  authors,  works,  and  genres.  Editing  these  articles  generated  long 
and  involved  discussions,  replete  with  constructive  criticism, 
bibliographical  suggestions,  and  creative  solutions  to  editorial  dif- 
ficulties. We  sincerely  hope  that  the  published  research  will  further 
stimulate  a  similar  response.  Ultimately,  we  would  like  to  see  the  ar- 
ticles here  become  a  basis  for  a  mutual  exchange  of  ideas  between 
graduate  students  in  various  departments. 


Ill 
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We  would  also  like  to  remind  graduate  students  that  we  are  a  jour- 
nal of  Germanic  Studies  which  means  we  would  also  welcome  more 
papers  which  treat  other  Germanic  languages  and  literatures,  as  well 
as  Germanic  linguistics  and  folklore.  We  also  encourage  comparative 
and  interdisciplinary  studies. 

Once  again,  thank  you!  Enjoy  and  contribute! 

Lorely  French 
Editor-in-Chief 


GEORG  LUKACS:  DAS  MOSKAUER  EXIL 
1933-1944 

Zum  Verhaltnis  der  literaturtheoretischen 

Schriften  zur  offiziellen  Kulturpolitik 

der  UdSSR 

Janice  Murray 


Zwischen  den  Jahren  1933  und  1944  hielt  sich  Georg  Lukacs  zum 
zweiten  Mai  als  Exilant  in  der  UdSSR  auf.  Wahrend  dieser  Zeit  ent- 
wickelte  er  seine  Methode  der  marxistischen  Literaturbetrachtung.  Der 
groi^te  Teil  der  Arbeiten  dieser  Jahre  erschien  entweder  auf  russisch  in 
der  Zeitschrift  Literatumij  Kritik,  oder  auf  deutsch  in  den  Zeitschriften 
Internationale  Literatur  und  Das  Wort.  Diese  Schriften  sind  seit  1945 
sowohl  in  der  westlichen,  als  auch  in  der  ostlichen  Literaturkritik  kaum 
besprochen  worden.  Im  Westen  wurde  Lukacs  des  Dogmatismus  und 
des  Handlangertums  des  Stalinismus  bezichtigt.  Im  Osten  wiederum 
wurde  ihm  Revisionismus  vorgeworfen,  besonders  nach  seiner 
Beteiligung  am  Aufstand  in  Ungarn  im  Jahre  1956. 

1974  wurden  einige  Schriften,  die  wahrend  des  zweiten  Exils  in 
Moskau  entstanden  und  seither  nicht  wieder  veroffentlicht  worden  sind, 
in  franzosischer  Ubersetzung  von  Claude  Prevost  herausgegeben.^  Seit 
1981  liegen  jetzt  diese  Arbeiten  in  dem  Band  Moskauer  Schriften  zum 
ersten  Mai  auch  auf  deutsch  vor.^  Dafi  diese  Exilphase  immer  noch 
wenig  Aufmerksamkeit  erhalt,  zeigt  das  ganzliche  Fehlen  dieser 
deutschen  Ausgabe  in  der  neuesten  Lukacs-Bibliographie.^ 
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Im  Rahmen  dieser  Arbeit  werden  die  in  dem  Band  enthaltenen 
theoretischen  Schriften  in  ihrem  historischen  Zusammenhang 
betrachtet.  Eine  Einschatzung  dieser  Schaffensperiode  Lukacs'  ist 
meines  Erachtens  nur  bei  gleichzeitiger  Beriicksichtigung  der  damaligen 
politischen  und  kulturpolitischen  Situation  in  der  Sowjetunion 
moglich. 

In  den  dreifiiger  Jahren  erfuhr  die  sowjetische  Gesellschaftsordnung 
unter  Stalin  eine  zunehmende  Dogmatisierung  und  Reglementierung, 
die,  beginnend  mit  der  Ermordung  Trotzkis,  allmahlich  zur  Verfolgung 
und  physischen  Liquidierung  aller  oppositionellen  Krafte  pervertierte. 
Lukacs'  Situation  im  Exil  wahrend  der  Moskauer  Schauprozesse  war 
aufierst  prekar,  weil  der  Einflufi  allgemein  bekannt  war,  den  die  spon- 
taneistische  Bewegung  auf  ihn  zuvor  einmal  gehabt  hatte.  Nach  dem 
Vortrag  seiner  eigenen  politischen  Position,  den  Blum-Thesen,  auf  dem 
II.  Kongrel^  der  illegalen  Kommunistischen  Partei  Ungarns  (KPU)  im 
Jahre  1928  blieb  er  trotz  seiner  darauffolgenden  Selbstkritik  fiir  die 
Parteifiihrung  der  politischen  Abweichung  verdachtig.  Selbst  hat  er 
seine  Treue  zur  stalinistischen  Linie  als  eine  nur  scheinbare  bezeichnet, 
die  notwendig  war,  um  die  Veroffentlichung  seiner  Arbeiten  zu  sichern 
und  seinen  Ausschlufi  aus  der  Partei,  seiner  Handlungsbasis,  zu 
verhindern: 

Ich  war  .  .  .  gezwungen,  eine  Art  Partisanenkampf  fiir  meine 
wissenschaftlichen  Ideen  zu  fiihren,  mit  einigen  Stalin-Zitaten  etc.  das 
Erscheinen  meiner  Arbeiten  zu  ermoglichen  und  in  diesen  dann  meine 
abweichende  Anschauung  mit  der  notigen  Vorsicht  so  offen 
auszudriicken,  wie  es  der  jeweilige  historische  Spielraum  gestattete.^ 

In  dieser  Untersuchung  der  Moskauer  Schriften  wird  gezeigt,  wie  seine 
abweichende  Anschauung,  obwohl  verdeckt,  zu  erkennen  ist. 

Nach  der  Selbstkritik  wegen  der  Blum-Thesen  zog  sich  Lukacs  aus 
der  Parteiarbeit  zuriick.  Die  Jahre  1930-1931  markieren  seine  Riick- 
kehr  zu  literaturtheoretischen  Uberlegungen.  Im  Jahre  1930  wurde  er 
aus  Osterreich  ausgewiesen.  Darauf  folgte  seine  Tatigkeit  am  Marx- 
Engels-Institut  in  Moskau  und  die  Zusammenarbeit  mit  Michael 
Lifschitz,  der  an  dem  Sammelband  Marx  undEngels  uber  die  Kunst 
arbeitete.'  Lifschitz  vertrat  darin  die  Ansicht,  dafi  die  Ansatze  zu  einer 
marxistischen  Asthetik  bei  den  Klassikern  des  Marxismus  zu  ftnden 
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waren  und  herausgearbeitet  werden  miifiten.  In  diese  Zeit  fallen  Lukacs' 
intensive  Beschaftigung  mit  Marx  und  die  darauf  aufbauenden  Beitrage 
in  der  Moskauer  Rundschau  iiber  die  zeitgenossische,  sowjetische 
Literatur.^  Gleichzeitig  begann  sich  um  Lifschitz  ein  Kreis,  die  "Neue 
Stromung",  als  Front  gegen  den  Modernismus  und  das  Experimentelle 
in  der  Literatur  auszubilden. 

Zwischen  1931  und  1933  hielt  sich  Lukacs  als  Mitglied  des  "Bundes 
Proletarisch-Revolutionarer  Schriftsteller"  (BPRS)  in  Berlin  auf,  wobei 
er  enge  Kontakte  zur  Fiihrung  der  KPD  unterhielt.  Er  griff  in  die 
Literaturdiskussionen  ein,  die  damals  in  der  Linkskurve  stattfanden, 
dem  Organ  des  BPRS.  Mit  Artikeln  wie  "Tendenz  oder  Parteilichkeit" 
(6/1932)  und  "Reportage  oder  Gestaltung"  (7-8/1932)  polemisierte 
er  gegen  moderne  Erzahltechniken  wie  Reportage,  Dokumentation  und 
Montage.  Dagegen  forderte  er  eine  Kontinuitat  der  Erzahlmethoden 
der  biirgerlichen,  europaischen  Roman  tradition  des  17.  bis  19. 
Jahrhunderts.  Diese  Tradition  bezeichnete  er  als  den  "grofien 
Realismus." 

Angefangen  hatten  diese  Diskussionen  iiber  das  kulturelle  Erbe 
schon  vorher  in  der  Sowjetunion  im  Zusammenhang  mit  Uberlegungen 
ziir  Entwicklung  einer  sozialistischen  Aufbauliteratur.  Danach  sollte 
mit  den  Experimenten  und  propagandistischen  Arbeiten  der  revolu- 
tionaren  Phase  Schlufi  gemacht  werden,  und  es  wurde  zum  ersten  Mai 
von  einem  sozialistischen  Realismus  gesprochen.  Einen  Hohepunkt  er- 
reichten  die  Diskussionen  in  der  Zeit  zwischen  dem  Ende  des  ersten 
und  dem  Anfang  des  zweiten  (1933-1937)  Fiinfjahresplans.^  1932 
wurden  auf  BeschluB  des  Zentralkomitees  (ZK)  der  KPdSU  alle 
Kiinstlerverbande  aufgelost,  und  es  wurde  eine  einheitliche  Organisa- 
tion gebildet.  Gleichzeitig  trat  ein  Komitee  unter  dem  Vorsitz  Maxim 
Gorkis  zur  Vorbereitung  eines  Schriftstellerkongresses  zusammen,  auf 
dem  der  sozialistische  Realismus  und  die  Moglichkeit  einer 
Volksfrontliteratur  gegen  den  Faschismus  erortert  werden  sollten. 

Dieser  kulturpolitische  Standpunkt  der  Sowjetunion  wurde 
fatalerweise  mit  dem  Eingreifen  Lukacs'  in  die  Linkskurve -Y)\^\j^\ox\^x\ 
auf  die  deutschen  Verhaltnisse  iibertragen,  ohne  dafi  die  grund- 
verschiedene  gesellschaftliche  Lage  in  Deutschland  beriicksichtigt 
wurde.  In  der  Sowjetunion  war  die  sozialistische  Gesellschaftsform 
schon  erreicht,  in  Deutschland  kampfte  man  jedoch  noch  darum.  Man 
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brauchte  also  hier  noch  eine  kampferische,  propagandistische  Literatur 
und  keine  Literatur  des  sozialistischen  Aufbaus. 

Kurz  nach  der  faschistischen  Machtiibernahme  in  Deutschland  im 
Jahre  1933  wurde  Lukacs  ausgewiesen,  woraufhin  er  nach  Moskau 
zuriickkehrte.  Er  blieb  dort  bis  zu  seiner  Riickkehr  nach  Ungarn  im 
Dezember  1944. 

Neben  seinen  vielfaltigen  wissenschaftlichen  Tatigkeiten  wahrend 
dieser  zweiten  Moskauer  Exilphase  war  er  aufierdem  Mitarbeiter  der 
Exilzeitschrift  Internationale  Literatur  und  der  sowjetischen  Zeitschrift 
Literaturnij  Kritik.  Ab  1935  fiihrte  er  mit  Johannes  R.  Becher 
theoretische  Schulungen  und  propagandistische  Arbeit  fur  deutsche 
Emigranten  dutch.  Seit  1938  war  er  aufierdem  Mitglied  des  Biiros  der 
deutschen  Sektion  des  sowjetischen  Schriftstellerverbandes.^ 

Vom  17.  August  bis  zum  1.  September  1934  fand  der  geplante 
Schriftstellerkongrefi  statt — der  I.  Allunionskongrefi  der  Sowjetschrift- 
steller,  auf  dem  das  Konzept  des  sozialistischen  Realismus  verkiindet 
wurde: 

Der  sozialistische  Realismus,  der  die  Hauptmethode  der  sowjetischen 
kiinstlerischen  Literatur  und  der  Literaturkritik  ist,  verlangt  vom 
Kiinstler  eine  wahrheitsgetreue,  historisch  konkrete  Darstellung  der 
Wirklichkeit  in  ihrer  revolutionaren  Entwicklung.  Dabei  miissen 
Wahrheitstreue  und  historische  Konkretheit  der  kiinstlerischen 
Darstellung  mit  der  Aufgabe  der  ideellen  Umerziehung  und  der  Er- 
ziehung  der  werktatigen  Menschen  im  Sinne  des  Sozialismus  verbunden 
sein.  ...  9 

Die  Linie  der  Volksfrontpolitik  wurde  erst  im  nachstenjahr  auf  dem 
VII.  Weltkongrefi  der  Kommunistischen  Internationale  (KI)  festgelegt. 
In  der  vorbereitenden  Zeit  zu  diesem  Kongrefi  war  auch  die  deutsche 
KP-Fiihrung  auf  den  neuen  Kurs  gebracht  worden.  Der  vorherige 
Standpunkt  der  KPD,  die  Sozialdemokratie  sei  Hauptstiitze  des 
Faschismus,  und  die  revolutionare  Erhebung  stehe  unmittelbar  bevor, 
wurde  aufgegeben.  Der  Kongrefi  schliefilich  beschlofi  eine  Einheitsfront 
aller  Werktatigen  mit  dem  Angebot  an  die  progressiven  Telle  des 
Biirgertums  in  den  kapitalistischen  Landern,  gemeinsam  eine 
Volksfrontpolitik  gegen  den  Faschismus  zu  entwickeln.  Nach  der  auf 
dem  Kongrefi  verkiindeten  neuen  politischen  Linie  richtete  sich  die 
Kulturpolitik  der  Sowjetunion  aus.  Der  sozialistische  Realismus  sollte 
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einen  Zusammenschlufi  proletarisch-revolutionarer  und  biirgerlicher 
Schriftsteller  fordern,  als  Bund  zum  Kampf  gegen  den  Faschismus  und 
fiir  einen  sozialistischen  Aufbau.  Gemafi  der  offiziellen  Politik  wurde 
in  der  Literatur  durch  den  Kreis  um  Lifschitz  und  Lukacs,  der  Versuch 
untemommen,  alle  Vorstellungen  auszuschalten,  die  nicht  mit  der  von 
Stalin  genehmigten  Politik  und  Kulturpolitik  iibereinstimmten. 

Wahrend  dieser  Phase  der  sowjetischen  Kulturpolitik  entstanden  die 
Beitrage  in  dem  Band  Moskauer  Schriften.  Es  ist  bemerkenswert,  dafi 
die  ersten  zwei  Beitrage  "Der  Roman"  und  "Das  Referat"  im  Jahr  des 
I.  Allunionskongresses  der  Sowjetschriftsteller  (1934)  entstanden  und 
imjahr  des  VII.  Weltkongresses  der  KI  (1935)  veroffentlicht  wurden.^° 
Sie  konnten  also  als  die  grundlegenden  theoretischen  Arbeiten 
betrachtet  werden,  die  Lukacs  nach  seinen  intensiven  Marx-Studien  und 
dem  Berlin- Aufenthalt  verfafit  hatte.  Wenn  man  davon  ausgeht,  dafi 
die  Datierungen  des  Herausgebers  der  Moskauer  Schriften  stimmen, 
ware  damit  der  Vermutung  Johanna  Rosenbergs  widersprochen,  dafi 
die  Beitrage  aus  der  Entstehungszeit  des  Historischen  Romans  (Winter 
1936/37)  stammen."  Die  friihere  Datierung  wiirde  ihnen  eher  den 
Charakter  einer  Vorarbeit  oder  Grundlage  als  den  eines  blofien 
"Nebenprodukts"  geben.  Diese  Datierung  lafit  sie  zudem  im  direkten 
Zusammenhang  mit  den  beiden  Kongressen  von  1934  und  1935 
stehen. 

Ankniipfend  an  die  These  Kegels  von  dem  Roman  als  eine 
"biirgerliche  Epopoe"  ("Roman,"  S.  19)  bezeichnet  Lukacs  diesen  als 
die  geeignetste  Literaturgattung  der  biirgerlichen  Gesellschaft: 

.  .  .  die  typischen  Kennzeichen  des  Romans  treten  aber  erst  hervor, 
nachdem  er  zur  Ausdrucksform  der  biirgerlichen  Gesellschaft  geworden 
ist.  Andererseits  werden  alle  spezifischen  Widerspriiche  der  modernen 
biirgerlichen  Gesellschaft  in  der  adaquatesten  und  typischsten  Weise 
gerade  im  Roman  gestaltet.     ("Roman,"  S.  17) 

In  diesem  Zitat  ist  die  Dialektik  Lukacscher  Pragung  schon 
angesprochen.  Der  Roman,  als  typischer  Ausdruck  des  Fortschritts  in 
der  biirgerlichen  Gesellschaft,  nimmt  gleichzeitig  den  Grund- 
widerspruch  dieser  Gesellschaft  vorweg.  Der  eigentlich  positive  Fort- 
schritt  in  der  biirgerlichen  Welt,  d.h.  die  Entwicklung  der  Produktiv- 
krafte,    bringt    andererseits   durch    die   daraus   folgende   private 
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Kapitalaneignung  eine  zunehmende  Degradierung  der  Menschen  mit 
sich.  Die  Geschichte  des  Romans  steht  also  im  dialektischen  Zusam- 
menhang  mit  der  historischen  Entwicklung  des  Biirgertums  seit  der 
Ablosung  der  Feudalgesellschaft  bis  bin  zum  Verfall  der  biirgerlichen 
Ideologie  durch  das  Hervortreten  des  Proletariats  als  gesellscbaftlicbe 
Macht.  Nach  dem  Sieg  des  Proletariats,  hier  im  konkreten  Fall  in  der 
Sowjetunion,  stellt  sich  dann  die  Frage  nach  der  Verarbeitung  eben 
dieses  biirgerlichen  Kulturerbes.  Da  dies  Gegenstand  der  Literatur- 
diskussionen  wahrend  der  zwanziger  und  dreijKiger  Jahre  war,  versucht 
Lukacs  hier  durch  Darstellung  der  Geschichte  des  Romans  vom  Stand- 
punkt  einer  marxistischen  Asthetik  her  eine  Antwort  zu  geben. 

Zunachst  geht  Lukacs  auf  Kegels  Unterscheidung  des  antiken  Epos 
vom  biirgerlichen  Roman  als  die  Widerspiegelung  der  Polaritat  zweier 
Weltperioden  ein.  Hegel  bezeichnet  die  alte  Welt  als  "poetisch,"  die 
neue  als  "prosaisch"  und  die  Literatur  im  biirgerlichen  Zeitalter  als 
Kampf  gegen  diese  Prosa  des  Alltagslebens  (vgl.  "Referat,"  S.  58).  Die 
Heroen  in  den  Epen  der  antiken  Welt  reprasentieren  die  relative  Selbst- 
tatigkeit  und  Selbstandigkeit  des  Einzelnen,  da  eine  Einheit  zwischen 
Individuum  und  Gesellschaft  existiert.  Der  Kampf  des  Helden  ist  also 
der  Kampf  </<?r  Gesellschaft  gegen  einen  aufieren  Feind  (vgl.  "Roman," 
S.  58).  Mit  dem  Aufkommen  der  kapitalistischen  Gesellschaftsform 
steht  die  Unterwerfung  des  Individuums  unter  abstrakte  Machte  dem 
selbstandig  handelnden  Individuum  des  Epos  gegeniiber.  Allmahlich 
wird  der  Kampf  des  Individuums  in  der  Gesellschaft  zum  Gegenstand 
der  Epik.  Nach  Lukacs  konnte  die  idealistische  Philosophie  die 
okonomischen  Ursachen  dieses  Grundwiderspruchs  im  Kapitalismus 
nicht  herausarbeiten.  Die  Erfahrung  dieses  Widerspruchs  fiihrte  bei 
einigen  Philosophen  (Schelling)  zur  Idealisierung  der  Harmonie  der  an- 
tiken Welt,  wahrend  andere  (Hegel)  die  Versohnung  der  Widerspriiche 
gesucht  hauen  (vgl.  "Roman,"  S.  20ff.).  Die  Erklarung  jener  Ursachen 
lieferte  erst  der  Marxismus.  Die  Einheit  der  antiken  Welt  wurde  durch 
die  fehlende  Arbeitsteilung  gewahrleistet.  Auf  der  anderen  Seite  fiihrte 
die  Arbeitsteilung  im  Kapitalismus  zum  Widerspruch  zwischen  der 
gesellschaftlichen  Produktion  und  der  Kapitalaneignung  ("Referat," 

S.  59). 

Das  zentrale  Formproblem  des  Romans  beschreibt  Lukacs  als  die  Er- 
findung    einer   epischen   Handlung,    die   auf  das   Erkennen   der 
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Widerspriiche  in  der  Gesellschaft  basiert.  Indem  er  die  verschiedenen 
Epochen  der  Literaturgeschichte  untersucht,  beweist  Lukacs,  dafi  die 
grofien  biirgerlichen  Schriftsteller  dies  tatsachlich  geleistet  haben. 

Am  Anfang  der  Entwicklung  des  modernen  Romans  stehen  solche 
Schriftsteller  wie  Cervantes  und  Rabelais.  Am  deutlichsten  wird  die 
Problematik  der  Periode  der  entstehenden  biirgerlichen  Gesellschaft 
in  Don  Quixote  gezeigt  (vgl.  "Roman,"  S.  33ff.)-  In  diesem  Roman 
ist  die  Tendenz  zur  Bejahung  der  Fortschrittlichkeit  dieser  neuen  Welt 
in  der  Auflehnung  gegen  die  mittelalterliche  Feudalgesellschaft  zu 
finden.  Gleichzeitig  wird  jedoch  diese  Fortschrittlichkeit  mit  der 
Degradation  der  Menschen  in  Verbindung  gebracht.  In  diesem  Roman 
wird  namlich  ein  "Zweifrontenkampf '  gefiihrt  ("Roman,"  S.  33): 

.  .  .  den  doppel  ten  Kampf  gegen  die  entscheidenden  Bestimmungen 
der  beiden  sich  ablosenden  Zeitalter  .  .  .  namlich  den  Kampf  gegen  den 
hohl  gewordenen  "Heroismus"  des  Rittertums  und  gegen  die  schon  in 
ihrem  Beginn  klar  hervortretende  Niedertrachtigkeit  der  Prosa  der 
biirgerlichen  Gesellschaft.     ("Roman,"  S.  33) 

Die  Erzahltechniken  dieser  Schriftsteller  kniipfen  direkt  an  die  des 
Mittelalters  an.  Die  Handlung  wird  in  einer  epischen  Breite  entfaltet, 
um  das  Typische  des  gesellschaftlichen  Seins  in  seiner  Totalitat 
darzustellen: 

Fiir  beide  [Epos  und  Roman]  ergibt  sich  die  Notwendigkeit,  anhand  in- 
dividueller  Schicksale,  durch  Taten  und  Leiden  von  einzelnen  Menschen 
die  wesentlichen  Bestimmungen  einer  bestimmten  Gesellschaft  auf- 
zudecken.     ("Roman,"  S.  27) 

Fiir  diese  Etappe  der  Romanentwicklung  entwarf  Lukacs  den  Begriff 
der  "realistische[n]  Phantastik"  ("Roman,"  S.  34).  Aus  diesen 
Erzahltechniken  geht  die  realistische  Darstellungsweise  hervor,  die  sich 
mit  der  fonschreitenden  gesellschaftlichen  Entwicklung  immer  weiter 
vom  "Zweifrontenkampf,"  von  der  Position  zwischen  den 
gesellschaftlichen  Widerspriichen  entfernte.  An  den  englischen 
Romanen  des  18.  Jahrhunderts  zeigt  Lukacs,  wie  in  einem  Land,  in  dem 
die  kapitalistische  Entwicklung  am  fortgeschrittensten  war,  die 
zunehmende  Bejahung  der  biirgerhchen  Welt  zu  finden  ist  (vgl. 
"Roman,"  S.  36ff.).  So  ist  in  Fieldings  Tom  Jones  die  Kritik  an  der 
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biirgerlichen  Schicht  noch  vorhanden,  aber  mit  der  Tendenz,  einen 
positiven  Helden  zu  gestalten,  der  nach  vielen  Irrwegen  seinen  Platz 
im  biirgerlichen  Leben  doch  noch  findet  und  akzeptiert. 

Mit  der  Verscharfung  der  Widerspriiche  in  der  Gesellschaft  wird  die 
Darstellung  einer  solchen  positiven  Gestalt  wie  Tom  Jones  immer  un- 
tragbarer,  da  die  Eingliederung  in  die  Gesellschaft  immer  mehr  in  Frage 
gestellt  wird.  In  der  Zeit  zwischen  der  Franzosischen  Revolution  und 
dem  Aufkommen  des  Proletariats  als  gesellschaftliche  Macht,  der  Zeit 
des  "geistigen  Tierreichs"  ("Roman,"  S.  40),  werden  kritische  Schrift- 
steller  immer  mehr  in  eine  isolierte  Position  gedrangt.  Der  Kampf  um 
die  Berechtigung  der  eigenen  Gefuhle  fuhrt  zu  einem  Subjektivismus 
in  der  Literatur  auf  Kosten  der  breiten,  epischen  Erzahlweise.  So  akzep- 
tierten  nach  Lukacs  die  Romantiker  in  ihrer  "ohnmachtige[n]  Sub- 
jektivitat"  das  menschliche  Schicksal  im  kapitalistischen  System,  indem 
sie  vor  der  Wirklichkeit  flohen,  weil  sie  ihrem  Protest  gegen  die 
Gesellschaft  keinen  anderen  Ausdruck  verleihen  konnten,  als  nur  den 
ihrer  Flucht  (vgl.  "Roman,"  S.  40ff.).  AUe  Schriftsteller  dieser  Periode 
sind  zwar  von  der  Romantik  beeinfluCt  worden,  die  bedeutenden  unter 
ihnen  (wie  zum  Beispiel  Balzac  und  Goethe)  haben  sie  jedoch  iiber- 
wunden  und  die  realistische  Darstellungsweise  fortentwickeln  konnen 
(vgl.  "Roman,"  S.  42f.). 

Den  nachsten  Einschnitt  in  der  Geschichte  des  Romans  setzt  Lukacs 
mit  der  Revolution  von  1848  (vgl.  "Referat,"  S.  64ff.).  Mit  dem 
wachsenden  Antagonismus  zwischen  den  Klassen  fangt  die  Zeit  des 
Niedergangs  der  biirgerlichen  Ideologie  an.  Je  schroffer  die 
Widerspriiche  hervortreten,  desto  grofier  wird  die  Tendenz  zur 
Apologetik  der  kapitalistischen  Gesellschaftsordnung  durch  die 
biirgerliche  Ideologie.  Da  sich  der  Roman  nach  1848  sozusagen  in  der 
"Opposition"  befindet,  werden  biirgerliche  Schriftsteller  immer  mehr 
von  ihrer  eigenen  Klasse  isoliert.  Doch  wenn  sie  keinen  Anschlufi  an 
das  Proletariat  finden,  erscheinen  ihnen  die  Widerspriiche  um  so 
unertraglicher.  Laut  Lukacs  macht  sich  hier  der  Einflufi  des  roman- 
tischen  Subjektivismus  wieder  deutlich,  beispielsweise  auf  Flaubert  (vgl. 
"Referat,"  S.  65).  Er  zeigt  hier  eine  Entwicklung  auf,  die  zu  der 
naturalistischen  Erzahlweise  und  zu  den  Techniken  des  modernen 
Romans  fiihrt  (Joyce,  Proust,  Zola)  ("Referat,"  S.  65).  Die  Tradition 
der  realistischen  Darstellungsweise  sieht  Lukacs  von  Anatole  France, 
Romain  Rolland,  Heinrich  Mann  und  Thomas  Mann  weitergefiihrt. 
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In  den  letzten  Abschnitten  seiner  beiden  Beitrage  kommt  Lukacs  auf 
die  Funktion  der  Literatur  im  sozialistischen  Aufbau  zu  sprechen. 
Lukacs  fordert  hier  eine  Annaherung  an  die  Form  des  antiken  Epos. 
In  der  klasscnlosen  Gesellschaft  bilden  das  Individuum  und  die 
Gesellschaft  wieder  eine  Einheit.  Der  Kampf  um  diese  Gesellschaft 
miifite  zum  Gegenstand  des  neuen  Romans  werden.  Die  Gestalt  des 
"positiven  Helden"  als  Typus  des  bewufiten  Arbeiters  wird  moglich. 
Diese  Fiihrer  der  Massen  als  Romanhelden  batten  dann  viele 
Charaktermerkmale  der  epischen  Helden.  Gleichzeitig  mufi  die  Frage 
des  literarischen  Erbes  aufgeworfen  werden.  Da  sich  die  Literatur- 
geschichte  als  eine  Kontinuitat  darstellt,  muC  auf  die  fortschritt- 
lichen,  kritischen  Ideen  des  Biirgertums  zuriickgegriffen  werden. 
Ebenso  miissen  die  Darstellungsformen  der  "alten  Realisten" 
angeeignet  und  verarbeitet  werden,  die  zu  ihrer  Zeit  schonungslose 
Kritik  iibten  und  somit  fCir  eine  fortschrittliche  Kontinuitat  in  Literatur 
und  Gesellschaft  sorgten  (vgl.  "Roman,"  S.  56). 

Lukacs  flicht  ein  Stalin-Zitat  in  den  letzten  Teil  des  "Romans"  ein. 
Er  benutzt  es  aufierst  geschickt,  um  seine,  nicht  ungefahrliche  Ansicht 
zu  formulieren,  dafi  die  ideale  sozialistische  Gesellschaft  noch  nicht  er- 
reicht  sei.  Auch  in  ihr  miissen  Widerspriiche  und  Probleme  auf  dem 
Weg  zum  Ziel  der  idealen  Gesellschaft  Gegenstand  der  Literatur 
werden: 

Die  standigen  kritischen  Ermahnungen  des  Genossen  Stalin  z.B.  iiber 
die  blofi  sozialistische  Form  des  Kolchos,  die  erst  dutch  Arbeit  und 
Kampf  mit  sozialistischem  Inhalt  erftillt  werden  kann,  iiber  den 
dialektischen  Gang,  den  das  Absterben  des  Staates  geht  etc.,  sind 
zugleich  die  wichtigsten  stilkritischen  Richtlinien  fiir  das  Verhaltnis  von 
Roman  und  Epos  in  der  Periode  des  sozialistischen  Aufbaus.  Eben 
deshalb  mufi  erkannt  werden,  daiJ  es  sich  hier  um  eine  Tendenz  zum 
Epos,  nicht  um  ein  fertiges  Sein  handelt.  Denn  das  Proletariat  steht  ja 
erst  im  Begriff,  jene  grofie  Aufgabe  zu  losen,  die  "in  der  Uberwindung 
der  Uberreste  des  Kapitalismus  in  der  Wirtschaft  und  im  Bewufitsein  der 
Menschen  besteht"  (Stalin).     ("Roman,"  S.  54) 

Die  restlichen  fiinf  Beitrage  in  den  Moskauer  Schriften  geben  Lukacs' 
Standpunkt  in  den  Literaturdebatten  wieder,  die  im  Rahmen  der 
Diskussion  um  den  Realismus  unter  den  sowjetischen  Kiinstlern  und 
Theoretikern  stattfanden.*^ 
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Das  Ziel  der  Gruppe  "Neue  Stromung"  war  die  konsequente  Durch- 
setzung  der  Theorien  von  Lifschitz  und  Lukacs  gegeniiber  Positionen 
ehemaliger  Mitglieder  der  Russischen  Assoziation  Proletarischer  Schrift- 
steller  (RAFF),  die  schon  vor  dem  Aliunionskongrel^  aufgelost  worden 
war.  Farallel  zu  der  Biirokratisierung  und  Dogmatisierung  der 
stalinistischen  Folitik  nach  1935  verscharften  sich  die  Fronten  unter  den 
Intellektuellen.  Schon  wahrend  der  RAFF  und  BFRS-Debatten  Ende 
der  zwanziger  und  Anfang  der  dreifiiger  Jahre  begannen  sich  diese 
Fronten  herauszukristallisieren.  Auf  der  einen  Seite  standen  die 
Theorien  von  Lukacs  mit  ihrer  Forderung  nach  Kontinuitat  der 
biirgerlichen  Romantradition,  auf  der  anderen  Seite  zwei  Aspekte  einer 
"hnken"  Auffassung  von  der  Entwicklung  neuer  Erzahlmethoden. 
Gegen  Lukacs  richteten  sich  proletarische  Schriftsteller  und  biirgerlich- 
revolutionare  Schriftsteller.  Die  Erzahltechniken  dieser  Autoren 
(Dokumentation,  Reportage,  "expressionistische"  Erzahlweise)  wurden 
zum  Gegenstand  einer  allgemeinen  Realismus-Debatte.  Im  Rahmen 
dieser  Diskussion  entstand  die  sogenannte  Formalismus-Naturalismus- 
Debatte  mit  einem  Artikel  iiber  Schostakowitsch  im  Jahre  1935.  Lukacs 
griff  mit  seinem  Essay  "Erzahlen  oder  Beschreiben?"  (1936)  ein,  und 
die  Debatte  lief,  bis  die  Einstellung  der  Literatumij  Kritik  1940  vom 
ZK  der  KFdSU  beschlossen  wurde.^^ 

Dei;  zentrale  Streitpunkt  drehte  sich  um  den  Klassenstandpunkt  des 
Schriftstellers.  Von  der  Gegenseite,  der  "Vulgarsoziologie,"  war  Lukacs 
wegen  seines  Buches  Zur  Geschichte  des  Realismus  (1939)  angegriffen 
worden  ("Frinzipielle  Fragen,"  S.  69).  Man  zweifelte  daran,  inwieweit 
die  These  Lukacs'  stichhaltig  sei,  da^  ein  reaktionarer  Adliger  wie  Balzac 
in  der  Lage  sei,  die  Widerspriiche  des  Kapitalismus  adaquat  dar- 
zustellen  ("Frinzipielle  Fragen,"  S.  71).  Laut  Lukacs  darf  eine  Inter- 
pretation der  Werke  Balzacs  nicht  von  seiner  reaktionaren 
Weltanschauung  ausgehen,  sondern  von  seinem  "Hafi  gegen  den 
Kapitalismus"  ("Frinzipielle  Fragen,"  S.  71).  Balzac  entlarvt  die 
eigenen  reaktionaren  Visionen  selbst  in  den  Charakteren  seiner  Werke: 

Seine  bedeutenden  Werke  cntstehen,  indem  das  hellsichtige  Durch- 
schauen  des  Kapitalismus  jene  gesellschaftlichen  Tatsachen,  jene 
Menschenschicksale  deutlich  macht,  die  sowohl  diesen  entlarven  wie  die 
reaktionaren  Utopien  Balzacs  an  der  Wirklichkeit  selbst  zerschellen 
lassen.     ("Frinzipielle  Fragen,"  S.  73) 
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Es  ist  dieses  schonungslose  Aufdecken  der  Widerspriiche  in  der 
kapitalistischen  Gesellschaft,  was  Lukacs  nach  Lenin  den  "Sieg  des 
Realismus"  oder  den  "Sieg  der  Wirklichkeit"  nennt  ("Venvirrung," 
S.  89).  Wie  im  Fall  Balzac  ist  die  Fahigkeit,  diese  Wirklichkeit  dar- 
zustellen,  nicht  an  die  Absichten  des  Schriftstellers  gebunden.  Im 
Gegenteil,  sie  kann  den  Absichten  entgegenlaufen  ("Verwirmng,"  S. 
89).  Auf  ahnliche  Weise  hangt  fiir  Lukacs  die  Progressivitat  Goethes 
und  Hegels  eher  mit  ihrem  Aufdecken  der  gesellschaftlichen 
Widerspriiche  zusammen,  als  mit  ihrem  Klassenstandpunkt: 

Goethes  "Faust,"  Hegels  "Phanomenologie"  driicken,  eigenartig 
verschieden,  aber  eigenartig  konvergierend,  eine  neue,  von  Tragodien 
erfiillte,  widerspruchsvolle  Beziehung  zwischen  dem  Schicksal  des  In- 
dividuums  und  dem  des  Menschengeschlechts  aus.  ("Widerspriiche," 
S.  82f.) 

Lukacs  weist  darauf  hin,  dafi  die  wirksamen  Denker  der 
Vergangenheit  zum  grofiten  Teil  keine  revolutionaren  Demokraten 
waren  (Goethe,  Balzac,  Ricardo,  Hegel).  Solche  Demokraten,  die  ihren 
Idealen  treu  blieben,  wurden  sowieso  im  Laufe  der  Verscharfung  der 
Klassengegensatze  wahrend  des  19.  Jahrhunderts  von  ihrer  eigenen 
Klasse  isoliert  (Heine,  Biichner),  so  dafi  ihre  Ideen  keine  grofie  Wirkung 
wahrend  ihrer  Zeit  batten: 

Datum  geht  der  beste  Teil  der  ehrlich  revolutionaren  Demokraten 
Europas,  von  Blanqui  bis  Mehring,  zum  Proletariat  iiber.  Darum  ver- 
mischt  sich  in  der  biirgerlichen  Linken  immer  starker  Liberalismus  und 
Demokratie.  Darum  schwanken  selbst  die  besten  Demokraten  zuweilen 
nach  der  Richtung  des  Liberalismus  hin.  .  .  .  Darum  bleiben  die 
wirklich  entschiedenen  biirgerlichen  Demokraten  im  eigenen  Lager 
isoliert  und  einflufilos.     ("Widerspriiche,"  S.  81) 

Lukacs  begriindet  seine  Auffassung  mit  einem  Hinweis  auf  die  Tendenz 
der  liberalen  Bourgeoisie,  Kompromisse  mit  den  "alten  Machten"  zu 
schliefien  ("Widerspriiche,"  S.  80).  Bei  ihnen  ist  keine  konsequente 
Auflehnung  gegen  den  Kapitalismus  zu  finden  oder  zu  erwarten,  da 
sie  auf  dem  Boden  dieser  Gesellschaftsform  stehen. 

In  Bezug  auf  diesen  Angriff  Lukacs'  gegen  den  Liberalismus  ware 
es  vielleicht  interessant,  wieder  auf  das  politische  Geschehen  als 


12  NEW  GERMAN  REVIEW 

Hintergrund  hinzuweisen.  In  "Prinzipielle[n]  Fragen  einer  prinzipien- 
losen  Polemik"  (1939)  schreibt  Lukacs: 

Einer  der  wichtigsten  ideologischen  Fehler  der  Volksfrontetappe  war  die 
Uberschatzung  der  biirgerlichen  Demokratie,  das  kritiklose  Verhalten 
zu  ihr.  Viele  haben  iiber  den  Kampf  gegen  die  faschistische  Reaktion 
den  Kampf  gegen  das  kapitalistische  System  vergessen,  die 
Widerspriiche  der  biirgerlichen  Demokratie  verschwiegen,  ver- 
schmiert.     ("Prinzipielle  Fragen,"  S.  76) 

Im  Jahre  zuvor  (1938)  war  der  Hitler-Stalin  Pakt  mit  eben  der  Recht- 
fertigung  abgeschlossen  worden,  dafi  er  den  geballten  Angriff  des 
ganzen  Imperialismus  verhindere.  Diese  Beitrage  zur  Formalismus- 
Naturalismus-Debatte  entstanden  vermutlich  in  der  Zeit  zwischen  dem 
Pakt  und  dem  faschistischen  Uberfail  auf  die  UdSSR.  Einen  Hinweis 
hierfiir  gibt  die  Tatsache,  dafi  die  Literatumij  Kritik,  in  der  diese 
Debatte  stattfand,  im  Marz  1940  eingestelit  wurde,  um  sie  zu 
beenden.'^ 

Schliefilich  miifite  man  vielleicht  noch  in  Bezug  auf  Lukacs'  Position 
anmerken,  dafi  nach  dem  Pakt  die  Situation  der  Deutschen  in  der  Sow- 
jetunion  immer  unsicherer,  und  die  Verfolgung  Andersdenkender  im- 
mer  weiter  verscharft  wurde.  1941  wurde  Lukacs  sogar  selbst  inhaftiea. 

Aus  der  hier  unternommenen  Untersuchung  lafit  sich  schliefien,  dafi 
ein  wirkliches  Verstandnis  der  sich  oft  wiedersprechenden  Standpunkte 
von  Lukacs  in  politischen  und  literarischen  Fragen  nur  moglich  ist, 
wenn  das  gleichzeitige  poiitische  und  kulturpolitische  Klima 
berticksichtigt  wird.  So  entstand  seine  Literaturasthetik  im  engen 
Zusammenhang  mit  der  sich  herausbildenden  offiziellen  Kulturpolitik 
der  Sowjetunion,  die  in  der  Methode  des  sozialistischen  Realismus  eine 
Verarbeitung  des  kulturellen  Erbes  und  eine  Annaherung  an  die  Erzahl- 
methoden  des  biirgerlichen,  realistischen  Romans  verlangte  (L 
Allunionskongrefi).  Gieichzeitig  sollte  sich  eine  sozialistische  Volks- 
frontliteratur  entwickeln,  die  entsprechend  der  politischen  Volksfront 
proletarische  und  progressive,  biirgerliche  Schriftsteller  und  Leser 
vereinen  sollte  (VIL  Weltkongrefi  der  KI).  Mit  seiner  Romantheorie  hat 
Lukacs  den  Grundstein  zu  dieser  Verarbeitung  des  historisch- 
iiterarischen  Erbes  gelegt.  Die  Thesen  zur  Geschichte  des  Romans,  die 
er  Anfang  der  dreifiiger  Jahre  herausgearbeitet  hatte,  verteidigte  er  in 
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den  Literaturdiskussionen,  die  daraufhin  stattfanden.  Es  lalJt  sich  somit 
eine  Kontinuitat  in  Lukacs'  Denken  feststellen.  In  den  spateren 
Beitragen  jedoch  werden  neue  Standpunkte  von  ihm  vertreten  (z.B. 
der  Antiliberalismus),  die  sich  auf  Wendungen  in  der  sowjetischen 
Politik  der  dreifiiger  Jahre  zuriickfiihren  lassen  (Hitler-Stalin-Pakt).  In 
ihrem  historischen  Zusammenhang  betrachtet  stellen  die  besprochenen 
Schriften  eine  Widerspiegelung  der  Entwicklung  in  der  sowjetischen 
Gesellschaft  wahrend  der  Stalin-Ara  dar. 
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THE  EMANCIPATION  WHICH  ENSLAVED 

Deborah  Janson 


Ein  Frauenzimmer  das  denket 
ist  eben  so  elcel  als  ein  Mann, 
der  sich  schminkct. 

From  Lessing's  Emilia  Galotti 

Literary  historians  repeatedly  maintain  that  the  bourgeois  drama  of 
the  Enlightenment  and  Storm-and- Stress  periods  furthered  the  eman- 
cipation of  the  emerging  eighteenth-century  bourgeoisie.^  Two  re- 
curring factors  testify  to  the  growing  self- awareness  of  the  middle  class. 
First,  there  was  the  recognition  that  the  fate  of  bourgeois  citizens  was 
worthy  material  for  tragedy.  Second,  there  was  the  theme  of  class  op- 
position apparent  especially  in  the  German  bourgeois  dramas  of  the 
1770's  and  1780's.  This  class  opposition  expressed  itself  primarily 
through  the  bourgeoisie's  adherence  to  rigid  moral  standards  which 
allowed  its  members  to  feel  ethically  superior  to  the  nobility.  At  the 
same  time,  however,  the  severity  of  the  bourgeois  value  system  affected 
its  adherents,  particularly  those  of  the  female  sex,  in  a  way  which  can 
hardly  be  considered  liberating.  Andreas  Huyssen,  who  examined  this 
contradictory  aspect  of  bourgeois  emancipation,  offers  the  following 
analysis: 

Der  biirgediche  Tugendbegriff  war  gewifi  ein  wesentlicher  Bestandteil 
der  ideologischen  Auseinandersetzung  mit  dem  Adel  und  mufi  als 
progressiv  angesehen  werden.  Im  Bereich  sexueller  Moral  half  er  dem 
Biirgertum,  sich  von  der  Lasterhaftigkeit  und  Matressenwirtschaft  der 
Fiirstenhofe  zu  distanzieren  —  aber  eben  auf  Kosten  der  Frau  und  unter 
Verzicht  auf  eine  Emanzipation  menschlicher  Sinnlichkeit  iiberhaupt.^ 
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As  befit  the  more  enlightened  members  of  eighteenth-century  so- 
ciety, the  authors  of  its  bourgeois  drama  criticized  both  the  corrupt  and 
opportunistic  behavior  of  the  nobility,  as  well  as  the  rigidity  of  their 
own  class's  moral  code.  But,  as  might  also  be  expected,  these  dramatists 
proved  incapable  of  completely  transcending  the  moral  and  social  dic- 
tates of  the  bourgeoisie.  Indeed,  they  helped  to  establish  such  norms. 
Moreover,  a  renunciation  of  the  bourgeois  moral  ideals  would  have  been 
undesirable  at  the  time,  since  such  ideals  furthered  the  socio-political 
battle  against  the  nobility.  Nonetheless,  the  critical  message  of  these 
dramatists  remained  unclear.  For  example,  while  they  sometimes  de- 
nounced the  sentimental  passivity  of  the  bourgeois  mentality,  they 
never  failed  to  express  their  admiration  for  a  heroine's  "virtuous 
nature,"  apparently  unaware  that  a  prime  component  of  such  feminine 
virtue  was  passivity. 

Such  contradictions  recur  frequently  in  the  drama  of  the  latter  part 
of  the  eighteenth  century,  and  illuminate  the  psychological  dilemmas 
confronting  bourgeois  men  and  women.  Further  insight  into  these  con- 
flicts will  be  gained  by  examining  the  role  of  women  in  three  of  Ger- 
many's  most  important  tragedies:  Lessing's  Mifi  Sara  Sampson,  his 
Emilia  Galotti,  and  Schiller's  Kabale  undLiebe.  But  first,  in  order  to 
understand  the  social  pressures  to  which  the  heroines  of  these  dramas 
were  subject,  it  is  helpful  to  trace  the  change  in  the  position  of  women 
during  this  period  of  history. 

In  an  article  entitled  "Das  schone  Eigentum"  the  critic  Barbara 
Duden  expresses  skepticism  about  the  commonly  held  view  that  the 
emergence  of  bourgeois  society  furthered  the  emancipation  of  women.  ^ 
She  maintains  that  it  instead  brought  about  a  very  deep  and  long- 
lasting  oppression  of  women,  with  the  result  that  even  today  women 
still  do  not  normally  conceive  of  themselves  as  autonomous  human  be- 
ings: "Die  Frau  hat  kein  "Selbst,"  weil  sie  sich  ganz  an  dem  Ich  eines 
anderen  orientieren  soll."^ 

Duden  points  out  that  women  did  not  always  lack  a  sense  of  self. 
In  fact,  in  the  period  before  the  bourgeoisie's  "advance,"  when  the 
entire  family  income  was  generated  from  the  home,  relative  equality 
between  the  sexes  prevailed.  Both  husband  and  wife  ran  the  affairs  of 
the  household  ("das  ganze  Haus"),  which  often  included  not  only 
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Other  family  members,  but  also  servants,  messengers,  merchants,  and 
artisans.  Though  the  husband  was  considered  the  head  of  the 
household,  he  and  his  wife  worked  side  by  side,  the  work  she  did  be- 
ing equal  in  value  and  importance  to  his. 

The  "progress"  of  the  eighteenth  century  altered  this  arrangement. 
Increasing  industrialization  and  changing  economic  relations  made  it 
necessary  for  the  husband  to  seek  employment  outside  the  home.  While 
the  wife  continued  to  be  responsible  for  many  of  the  tasks  she  had 
always  performed,  such  as  overseeing  the  activities  of  the  entire 
household,  these  duties  lost  their  public  function  and  were  relegated 
instead  to  the  private  sphere.  As  a  consequence,  work  which  had  once 
been  performed  as  part  of  an  agreed-upon  division  of  labor  was  now 
regarded  simply  as  the  manifestation  of  a  wife's  "feminine  nature." 
As  such,  "woman's  work"  decreased  in  importance  relative  to  the 
man's.  Not  surprisingly,  a  change  in  the  home  life  corresponding  to 
this  imbalance  further  altered  the  role  of  women.  "Home"  became  a 
refuge  for  the  husband,  a  place  where  he  expected  his  wife  to  administer 
to  him  comfort  and  tender- loving  care.  In  addition,  she  should  be  well- 
educated,  so  that  she  could  serve  him  as  a  good  listening  companion. 
The  wife's  purpose  in  marriage  was  thus  transformed.  She  was  no  longer 
valued  as  a  partner,  but  as  the  embodiment  of  virtue,  beauty,  and  love: 
"Und  so  wurde  ein  wunderbar  verklartes  und  idealisches  Bild  der  Frau 
entworfen,  sie  selbst  auf  ein  Podest  gestellt.  .  .  .  Nicht  sie  lernt  vom 
Mann,  sondern  er  soil  sich  von  der  Frau  lenken  lassen,  sich  ihrer 
'natiirlichen  Sittlichkeit'  anvertrauen."' 

German  Idealist  philosophers  contributed  greatly  to  this  design  of 
"feminine  nature."  In  fact,  it  was  Friedrich  Schiller,  author  oiKabale 
und  Lie  be,  whose  concept  of  the  "schone  Seele"  came  to  define  the 
ideal  feminine  character:  "In  einer  schonen  Seele  ist  es,  .  .  .  wo  Sinn- 
lichkeit  und  Vernunft,  Pflicht  und  Neigung  harmonieren,  und  Grazie 
ist  ihr  Ausdruck  in  der  Erscheinung."^ 

The  Pflicht  that  must  harmonize  with  a  woman's  natural  inclination 
in  order  that  she  become  a  "beautiful  soul' '  is  her  sacred  duty  to  care 
for  her  husband.  Duden  comments  on  the  oppressive  effect  this  con- 
cept has  on  women: 

Die  "schone  Seele"  ist  nichts  fur  sich  selbst,  aber  alles  fur  Andere;  erst 
dadurch    wird    sie    fur   sich.    Der   triibsinnige    Hintergrund    dieses 
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dialektischen  Tricks — Liebe  genannt — wird  erst  deutlich,  wenn  man  die 
allgemeinen  Begriffe  "Pflicht"  und  "Neigung,"  die  doch  auf  das 
schonste  vereinigt  werden  soUen,  wieder  mit  ihrem  realen  Substrat 
anfuUt.' 

For  the  first  time  love  was  considered  an  essential  component  of  mar- 
riage. Because  of  its  new  importance,  this  virtuous  brand  of  love  also 
helped  to  distinguish  the  bourgeoisie  from  the  other  classes.  However, 
it  often  did  not  have  the  liberating  effect  which  has  been  ascribed  to 
it.  By  linking  duty  to  the  natural  inclination  to  care  for  one's  spouse, 
love  became  synonomous  with  the  fulfillment  of  one's  duty.  Johann 
Gottlieb  Fichte  pushed  this  concept  of  passive,  subservient  love  a  step 
further  by  claiming  that  a  woman  has  no  sexual  urges  of  her  own,  but 
possesses  sexuality  only  in  order  to  satisfy  her  husband: 

Im  unverdorbenen  Weibe  aufiert  sich  kein  Geschlechtstrieb,  und  wohnt 
kein  Geschlechtstrieb,  sondern  nur  Liebe;  und  diese  Liebe  ist  der  Natur- 
trieb  des  Weibes,  einen  Mann  zu  befriedigen.  Es  ist  allerdings  ein  Trieb, 
der  dringend  seine  Befriendigung  heischt:  aber  diese  Befriedigung  ist 
nicht  die  sinnliche  Befriedigung  des  Weibes,  sondern  die  des  Mannes; 
fiir  das  Weib  ist  es  nur  Befriedigung  des  Herzens.* 

From  Duden's  argument  it  is  evident  that  the  role  of  women  under- 
went a  radical  transformation  in  the  eighteenth  century.  At  the  begin- 
ning of  the  century  a  woman  was  regarded  as  an  equal  partner,  and 
marriage  was  primarily  an  economic  contract  based  upon  this  equal- 
ity. By  the  end  of  the  century  the  concept  of  woman  as  a  passive,  and 
therefore  suffering  bearer  of  virtue  prevailed.  All  of  this  is  not  to  sug- 
gest that  women  under  feudalism  were  better  off  than  their  counter- 
parts of  later  centuries.  Certainly,  a  marriage  founded  on  a  work 
contract,  and  not  on  love,  has  very  little  appeal  today,  especially  since 
love  has  been  incorporated  into  even  those  "modern"  relationships 
based  on  equality  between  the  sexes.  And  certainly  the  introduction 
of  love  as  an  essential  component  of  bourgeois  marriage  aided  the 
middle  class  in  its  struggle  for  liberation,  as  did  its  focus  on  a  stricter 
moral  system.  Nevertheless,  this  emancipatory  striving  of  the 
eighteenth-century  bourgeoisie  was  accompanied  by  contradictions  and 
psychological  conflicts  which  have  actually  impeded  a  true  emancipa- 
tion of  women  in  many  parts  of  the  world.  It  is  to  a  discussion  of  these 
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conflicts  as  they  were  portrayed  in  the  drama  of  the  period  that  my 
study  will  now  turn. 

Lessing's  theory  of  bourgeois  tragedy  unfolds  in  his  correspondence 
with  Friedrich  Nicolai  and  Moses  Mendelssohn  in  the  years  1756  and 
1757.  Prior  to  Lessing,  one  of  the  main  goals  of  tragedy  had  been  to 
arouse  the  audience's  admiration  for  a  hero.  With  Lessing's  theory, 
however,  the  central  objective  becomes  the  awakening  of  compassion 
within  the  viewer.  It  is  fitting,  therefore,  that  the  plight  of  seduced 
maidens  became  the  central  focus  of  bourgeois  tragedy.  Bearing  in 
mind  eighteenth-century  social  stratification,  almost  nothing  seemed 
more  pathetic  than  the  seduction  of  a  virtuous  maiden  by  a  dashing 
yet  untrustworthy  nobleman.  This  was  partly  due  to  the  fact  that  men 
were  seen  to  have  an  unfair  advantage  over  women.  For  while  the 
maiden  was  young  and  innocent,  the  man  was  older,  more 
sophisticated,  and  of  a  higher  social  class. ^  Yet  a  further,  and  perhaps 
even  more  important  reason  why  seduction  comprised  the  plot  of 
bourgeois  tragedies  was  that  the  tears  being  shed  were  not  only  for  the 
seduced  girl,  but  also  for  the  grieving  father.  The  tie  between  father 
and  daughter  was  very  strong  in  the  eighteenth  century,  and  obedience 
to  the  father's  wishes  was  among  the  daughter's  most  sacred  duties. 
She,  in  turn,  was  regarded  as  one  of  his  most  precious  possessions.  In 
view  of  the  father's  dominant  position,  the  emotional  pain  and  moral 
disgrace  he  experienced  in  the  event  of  his  daughter's  seduction  seemed 
unbearable  to  the  eighteenth-century  audience.  Hence,  the  importance 
of  a  *  'seduction  in  the  family' '  as  a  means  for  arousing  compassion  can- 
not be  overestimated. 

In  Mijl  Sara  Sampson,  published  in  1755,  Lessing  deals  almost  ex- 
clusively with  the  concerns  and  affairs  of  the  private  citizen.  Indeed, 
the  tragedy's  remote  and  lowly  setting  ("in  diesem  elenden  Wirts- 
hause")  emphasizes  the  unimportance  of  the  characters'  social  posi- 
tions. Only  if  close  attention  is  paid  to  detail  will  one  realize  that  Sara 
and  her  father  are  of  the  landed  gentry,  or  lower  nobility,  while  Sara's 
seducer,  Mellefont,  and  his  former  mistress,  Marwood,  represent  the 
ethics  of  the  higher  nobility.  That  Lessing  disapproves  of  the  higher 
nobility's  decadence  is  discernable  from  an  observation  which  Melle- 
font's  servant,  Norton,  makes  while  lamenting  the  deplorable  way  his 
master  has  behaved  in  the  past: 
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Was  fiir  ein  Leben  habe  ich  Sie  nicht,  von  dem  ersten  Augenblicke  an, 
fiihren  sehen!  In  der  nichtswiirdigsten  Gesellschaft  von  Spielern  und 
Landstreichern  —  ich  nenne  sie,  was  sie  waren  und  kehre  mich  an  ihre 
Titel,  Ritter  und  dergleichen,  nicht  —  in  solcher  Gesellschaft  brachten 
sie  ein  Vermogen  dutch,  das  Ihnen  den  Weg  zu  den  gtofiten 
Ehrenstellen  hatte  bahnen  konnen.*" 

Criticism  of  the  nobility's  morality  is,  then,  an  important  aspect  of 
Lessing's  first  bourgeois  tragedy.  However,  his  concern  with  this  mat- 
ter stems  not  so  much  from  an  interest  in  the  social  and  political  eman- 
cipation of  the  bourgeoisie  as  it  does  from  his  desire  to  better  the  morals 
of  his  viewers  by  arousing  in  them  a  feeling  of  compassion  for  others. 
The  focus  on  morality  is  already  evident  in  the  opening  dialogue  be- 
tween Sir  William  and  his  servant,  Waitwell.  They  characterize  Melle- 
font  as  an  evil  person  who  has  bewitched  "[d]as  beste,  schonste, 
unschuldigste  Kind,  das  unter  der  Sonne  gelebt  hat"  (I,  1).  In  turn, 
this  description  of  Sara  makes  it  clear  that  she  possesses  the  virtuous 
nature  prized  in  the  eighteenth  century. 

Paradoxically,  however,  Sara's  virtuous  nature  also  brings  about  her 
"fall."  For  surely  it  is  her  innocent,  trusting,  and  affectionate  disposi- 
tion which  causes  her  to  fall  in  love  with  Mellefont,  and  hence,  to  be 
seduced.  Indeed,  Sara  leaves  her  father's  home  believing  that  her  love 
for  Mellefont  is  honorable  and  will  be  consecrated  by  marriage.  In  as 
much  as  the  desire  for  a  marriage  based  on  love  was  still  unusual  for 
the  times,  Sara's  pursuit  of  it  might  be  regarded  as  an  act  of  self- 
realization. '^  However,  a  true  spirit  of  independence  is  not  evident  in 
Sara's  behavior,  for  once  she  sees  that  the  sanctity  of  marriage  may 
be  denied  her,  she  is  compelled  to  view  what  she  has  done  according 
to  the  prevailing  moral  code.  Thus,  she  blames  her  flight  from  her 
father's  home  and  all  consequent  misfortune  on  an  "ungluckliche 
Leidenschaft"  (III,  3). 

The  degree  of  suffering  Sara  experiences  is  undoubtedly  enough  to 
arouse  compassion  among  the  viewers.  Nothing,  however,  could  be 
more  heartrending  than  Sir  William's  anguish  over  the  loss  of  his 
daughter.  Even  the  self-consumed  Marwood  is  able  to  perceive  the 
seriousness  of  the  crime  Mellefont  has  committed  and  reprimands  him 
for  causing  an  old  man  such  torment: 
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Allein,  dafi  Sie  einem  alten  Vater  sein  einziges  Kind  raubten;  dafi  Sie 
einem  rechtschaffnen  Greise  die  wenigen  Schritte  zu  seinem  Grabe  noch 
so  schwer  und  bitter  machten;  dafi  Sie,  Ihrer  Lust  wegen,  die  starksten 
Banden  der  Natur  trennten:  das,  Mellefont,  das  konnen  Sie  nicht  verant- 
worten.  (II,  4) 

Through  Sir  William's  kind-hearted,  just,  and  loving  nature,  Les- 
sing  offers  a  gentle  alternative  to  the  usual  rigidity  of  the  bourgeoisie's 
new  morality  and  emphasizes  above  all  the  importance  of  forgiveness. 
Thus,  Sir  William  realizes  that  there  is  no  point  in  being  relentless  and 
unforgiving  towards  his  estranged  Sara,  when  what  he  really  longs  for 
is  reconciliation.  He  admits  that,  even  if  her  transgressions  were 
deliberate,  he  would  rather  be  loved  by  a  corrupt  daughter  than  by 
none  at  all  (I,  1). 

Despite  the  flight  from  her  father's  home,  however,  Sara  can  hardly 
be  described  as  "a  corrupt  daughter."  For  she  otherwise  is  able  to 
employ  reason  in  order  to  keep  her  natural  urges  in  check.  Indeed,  a 
loving  passivity  characterizes  her  throughout  the  drama.  This  is  in 
marked  contrast  to  Marwood,  who  is  at  times  driven  to  rash  action  by 
jealousy  or  passion,  and  who  is  neither  able  nor  willing  to  control  her 
sensuality.  In  an  argument  with  Marwood,  Mellefont  comments  on  the 
two  women's  differing  natures: 

Wer  sind  Sie?  und  wer  ist  Sara?  Sie  sind  eine  woUiistige,  eigenniitzige, 
schandliche  Buhlerinn,  die  sich  itzt  kaum  mehr  mufi  erinnern  konnen, 
einmal  unschuldig  gewesen  zu  seyn.  Ich  habe  mir  mit  Ihnen  nichts  vor- 
zuwerfen,  als  dafi  ich  dasjenige  genossen,  was  Sie  ohne  mich  vielleicht 
die  ganze  Welt  hatten  geniefien  lassen.  (II,  7) 

The  depiction  of  these  two  opposing  types  of  women  (whore  and 
madonna)  was  typical  for  the  bourgeois  tragedies  of  the  eighteenth  cen- 
tury. In  agreement  with  Paul  Kluckhohn,  Andreas  Huyssen  regards  this 
repeated  contrast  as  the  Christian  version  of  the  Cartesian  duality,  i.e., 
the  separation  of  the  physical  and  the  mental,  or  the  sensual  and  the 
rational.  He  feels  that  acceptance  of  this  duality  did  nothing  to  help 
the  emancipation  of  human  sensuality  and  points  out  that  it  actually 
hindered  women,  in  as  much  as  it  stereotyped  them  into  one  or  the 
other  of  the  two  contrasting  roles.  Huyssen  remarks  further:  "Was  im 
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Trauerspiel  fehlt,  ist  die  selbststandige,  unabhangig  handelnde  und 
liebende  Frau,  ein  positiver  Typus,  der  Sinnlichkeit,  Verstand  und 
Gefiihlsstarke  harmonisch  vereint."^^ 

Emilia  Galotti,  Lessing's  second  and  final  bourgeois  tragedy,  was 
written  in  1772,  at  the  beginning  of  Germany's  Storm-and-Stress 
period.  Although  Lessing  was  not  fully  representative  of  the  new  move- 
ment, he  absorbed  and  gave  impetus  to  many  of  its  ideas.  For  instance, 
like  many  of  the  Storm-and-Stress  writers,  Lessing  shifts  his  focus  in 
Emilia  Galotti  away  from  the  purely  private  realm  and  toward  more 
specific  criticism  both  of  the  bourgeois  and  noble  classes. 

Lessing's  criticism  of  the  nobility  is  expressed  through  his  portrayal 
of  the  aristocracy,  particularly  in  the  figure  of  Prince  Hettore  Gonzaga, 
Emilia's  "seducer."  The  prince  is  irresponsible  and  thoughtless  in  both 
public  and  private  matters.  His  pursuit  of  Emilia  offers  one  illustration 
of  his  selfish  nature,  since  it  proves  his  willingness  to  destroy  her  chances 
for  happiness  in  order  that  he  be  provided  with  momentary  satisfaction. 

Orsina,  the  prince's  former  lover,  is  Marwood's  counterpart.  Though 
she  is  not  nearly  as  deceitful  or  corrupt  as  Marwood,  her  actions  are  also 
motivated  by  jealousy,  and  her  morality  is  typical  of  the  nobility.  For 
instance,  she  has  no  objections  to  the  prince  marrying,  if  he  is  doing 
so  for  political  reasons  only,  since  in  that  case  she  will  be  able  to  re- 
main his  lover.  Through  Marinelli,  her  confidante,  she  asks:  "Wenn 
es  weiter  nichts,  als  eine  Gemahlinn  ist,  die  dem  Prinzen  nicht  die 
Liebe,  sondern  die  Politik  zufuhret?  Neben  so  eine  Gemahlinn  sieht 
die  Geliebte  noch  immer  ihren  Platz"  (I,  6). 

It  is  interesting  that  the  prince  characterizes  Orsina  as  foolish,  even 
though  he  is  fully  aware  of  the  fact  that  she  is  well-educated.  Clearly, 
he  disapproves  of  her  intellectual  capabilities,  an  attitude  typical  for 
the  men  of  his  time.  And  surely  Lessing  is  criticizing  this  attitude 
through  Orsina 's  sarcastic  outcry  over  the  fact  that  she  has  let  her 
philosophical  nature  become  too  obvious  to  the  prince: 

O  pfuy,  wenn  ich  mir  es  habe  merken  lassen;  und  wenn  ich  es  ofterer 
habe  merken  lassen!  Ist  es  wohl  noch  Wunder,  dafi  mich  der  Prinz 
verachtet?  Wie  kann  ein  Mann  ein  Ding  lieben,  das,  ihm  zum  Trotze, 
auch  denken  will?  Ein  Frauenzimmer,  das  denket,  ist  eben  so  ekel  als 
ein  Mann,  der  sich  schminket.  Lachen  soil  es,  nichts  als  lachen,  um  im- 
merdar  den  gestrcngen  Herrn  der  Schopfung  bey  guter  Laune  zu 
erhalten.  (IV,  3) 
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In  Emilia  the  prince  finds  someone  much  more  to  his  liking.  Entirely 
void  of  Orsina's  sarcasm,  she  is  the  quintessence  of  innocence  and 
beauty.  Equally  important,  Emilia  is  also  modest  and  filled  with  a  true 
sense  of  piety.  Her  trust  in  God  enables  her  to  recover  from  the  initial 
fear  which  ill-fated  circumstances  cause  her.  She  is  then  able  to  face 
whatever  consequences  are  to  befall  her  with  passive  resolve.  Emilia's 
mother,  Claudia,  makes  reference  to  this  aspect  of  her  personality:  "Sie 
ist  die  Furchtsamste  und  Entschlossenste  unsers  Geschlechts.  Ihrer  ersten 
Eindriicke  nie  machtig;  aber  nach  der  geringsten  Ueberlegung,  in  alles 
sich  findend,  auf  alles  gefafit"  (IV,  8). 

From  the  approving  tone  in  which  Lessing  describes  Emilia,  one  can 
only  assume  that  he  sanctions  the  eighteenth-century  concept  of  the 
ideal  woman.  Yet  one  doubts  that  he  condones  those  social  attitudes 
which  compel  such  an  innocent  young  woman  to  feel  that  she  must  kill 
herself  in  order  to  save  her  virtue.  Such  a  view  certainly  does  not  cor- 
respond to  the  posture  of  forgiveness  expressed  in  MifiSara  Sampson. 

An  examination  of  Emilia's  father  Oduardo  offers  further  evidence 
of  Lessing's  continued  disapproval  of  such  rigid  moral  standards,  for 
he  is  the  very  imbodiment  of  that  inflexible  posturing.  Oduardo's  wife, 
Claudia,  is  particularly  wary  of  the  intransigence  of  his  moral  principles: 
'  'Welch  ein  Mann!  — O,  der  rauhen  Tugend!  — wenn  anders  sie  diesen 
Namen  verdienet. — Alles  scheint  ihr  verdachtig,  alles  strafbar!"  (11,5) 
And  when  Emilia,  after  having  told  Claudia  about  the  prince  harass- 
ing her  in  church,  asks  her  mother,  "Was  hatt'  [mein  Vater]  an  mir 
Strafbares  finden  konnen?"  Claudia  replies:  "Nichts;  eben  so  wenig, 
als  an  mir.  Und  doch,  doch,  —  Ha,  du  kennest  deinen  Vater  nicht!  In 
seinem  Zorne  hatt'  er  den  unschuldigen  Gegenstand  des  Verbrechens 
mit  dem  Verbrecher  verwechselt"  (II,  6). 

These  prove  to  be  prophetic  words.  At  the  play's  conclusion  Oduardo 
first  regards  Emilia  as  a  criminal  responsible  for  her  own  seduction. 
Once  convinced  of  her  innocence,  he  then  decides,  with  Emilia's 
prompting,  that  killing  his  daughter  is  the  only  way  to  protea  her  from 
a  seemingly  "inevitable"  life  of  lust.  This  decision  demonstrates  the 
degree  to  which  both  Oduardo  and  Emilia  are  captives  of  their  class's 
moral  code.  It  also  shows  the  powerlessness  and  passivity  characteristic 
of  that  class.  For  instead  of  attempting  to  punish  those  responsible  for 
the  crime,  Emilia  and  Oduardo  accept  their  suffering  as  if  it  were  fate 
and  make  themselves  the  sole  targets  of  their  aggression.  ^^ 
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In  Kabale  und  Liebe  (1784)  the  impetuous  and  socially  critical 
character  of  the  Storm-and-Stress  period  emerges  in  full  force.  With 
its  emphasis  on  the  importance  of  being  able  to  love  without  social  con- 
straint, and  with  the  corresponding  interest  in  eliminating  class  boun- 
daries, this  drama  is  one  of  those  which  won  the  genre  its  emancipatory 
reputation.  It  represents  the  attempt  to  take  the  bourgeoisie's  striving 
beyond  the  desire  to  distinguish  itself  from  other  social  classes,  and 
towards  a  true  liberation  of  the  senses.  This  endeavor  is  fraught  with 
contradictions,  however,  for  while  much  of  the  bourgeois  concept  of 
morality  is  criticized,  in  the  end  many  of  its  more  inhibiting  principles 
are  upheld. 

The  plot  revolves  around  a  love  relationship  between  Ferdinand,  the 
son  of  the  president  of  a  German  court,  and  Luise,  the  daughter  of  the 
town's  musician.  Unlike  Lessing's  plays  then,  this  is  truly  a  story  of  class 
division.  Members  of  the  nobility  usually  exhibit  very  low  moral  stan- 
dards and  treat  members  of  the  middle  and  lower  classes  without  com- 
passion. An  example  of  their  cruel  and  condescending  attitude  is  evi- 
dent in  the  President's  remarks  to  his  secretary,  Wurm,  regarding 
Ferdinand's  interest  in  Luise: 

Das  Madchen  ist  schon,  sagt  Er;  das  gefallt  mir  an  meinem  Sohn,  dafi 
er  Geschmack  hat.  Spiegelt  er  der  Narrin  solide  Absichten  vor?  Noch 
besser  —  so  seh  ich,  dafi  er  Witz  genug  hat,  in  seinen  Beutel  zu  liigen. 
Er  kann  Prasident  werden.  Setzt  er  noch  dazu  durch?  herrlich!  Das  zeigt 
das  mir  an,  dafi  er  Gliick  hat.  Schliefit  sich  die  Farce  mit  einem  gesunden 
Enkel — Unvergleichlich!  so  trink'  ich  auf  die  guten  Aspekten  meines 
Stammbaums  eine  Bouteille  Malaga  mehr  und  bezahle  die  Skorta- 
tionsstrafe  fiir  seine  Dime.'"* 

In  contrast  to  such  insensitivity,  Lady  Milford,  an  exiled  British 
noblewoman,  shows  compassion  for  Germany's  poor.  At  the  same  time, 
this  complicated  figure  acts  as  a  counterpart  to  Marwood  and  Orsina. 
Like  them,  she  is  implicated  in  the  heroine's  downfall  and  has  a 
reputation  befitting  the  role  of  "Buhlerin."^'  Nevertheless,  her 
ultimate  renunciation  of  both  the  corrupt  politics  of  the  German  court 
and  her  claim  on  Ferdinand  releases  her  capability  for  courageous  ac- 
tion. Hence,  Lady  Milford  offers  a  positive  alternative  to  bourgeois 
passivity,  while  simultaneously  reflecting  Schiller's  criticism  of  it.  For 
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by  placing  the  model  of  positive  action  among  British  nobility,  Schiller 
seems  to  suggest  that  a  person  capable  of  such  action  is  not  to  be  found 
among  the  German  bourgeoisie.^^ 

Ferdinand's  conduct  also  represents  an  exception  to  the  insincere 
behaviour  of  the  nobility.  His  love  for  Luise  rules  his  life,  causing  him 
to  ignore  the  social  impossibility  of  a  lasting  and  serious  relationship 
with  someone  from  a  lower  class.  For  example,  when  Luise  first  men- 
tions their  differing  class  origins,  exclaiming,  "Ferdinand!  Ferdinand! 
Dafi  du  doch  wiifitest,  wie  schon  in  dieser  Sprache  das  biirgerliche  Mad- 
chen  sich  ausnimmt,"  he  replies  admonishingly:  "Was  ist  das?  Mad- 
chen!  Hore!  Wie  kommst  du  auf  das?  Du  bist  meine  Luise.  Wer  sagt 
dir,  dafi  du  noch  etwas  sein  solltest?  .  .  .  Warest  du  ganz  nur  Liebe  fur 
mich,  wann  hattest  du  Zeit  gehabt,  eine  Vergleichung  zu  machen?" 
(1,4) 

This  response  not  only  reveals  Ferdinand's  desire  to  reject  the  limita- 
tions of  a  class  society,  but  also  his  ardent  endorsement  of  the  period's 
new  concept  of  love.  He  expects  Luise  to  be  "ganz  nur  Liebe  fur  [ihn]," 
i.e.,  selflessly  devoted  to  his  needs.  Yet  it  is  precisely  because  of  her 
commitment  to  bourgeois  ideals  that  Luise  is  unable  to  meet  Ferdi- 
nand's demands.  As  an  unmarried,  bourgeois  maiden  her  most  impor- 
tant duty  is  to  her  father.  And  her  loving  father  can  only  regard  Luise 's 
association  with  Ferdinand  as  shameful,  dangerous  folly.  Q)nsequendy, 
when  Ferdinand  begs  Luise  to  flee  with  him,  exclaiming  that  there 
could  be  nothing  more  vital  than  their  love,  she  replies,  "Und  hattest 
du  sonst  keine  Pflicht  mehr  als  deine  Liebe?  .  .  .  Ich  habe  einen  Vater, 
der  kein  Vermogen  hat  als  diese  einzige  Tochter — der  morgen  sechzig 
alt  wird  —  der  der  Rache  des  Prasidenten  gewifi  ist!"  (Ill,  4)  Luise  fur- 
ther acknowledges  Ferdinand's  responsibility  toward  his  father,  telling 
him,  "dein  Herz  gehort  deinem  Stande"  (III,  4). 

Passages  such  as  these  show  clearly  that,  while  attempting  to  tran- 
scend class  boundaries  through  love,  Kabale  und  Liebe  nevertheless  con- 
firms the  social  necessity  of  adherence  to  class  demands.  According  to 
Huyssen,  this  incongruity  is  typical  of  the  drama  of  the  period:  "Selbst 
die  sozialistischen  Sturm-und-Drang  Dramen  bestatigen  als  Trauer- 
spiele  noch,  was  sie  scheinbar  angreifen:  namlich  die  Ansicht  von  der 
Frau  als  passiv  leidendem  Weib  und  die  Notwendigkeit  einer  Unter- 
werfung  unter  die  biirgerliche  Sexualmoral.''^^ 
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If  one  agrees  with  Huyssen  that  the  progress  of  women's  liberation 
is  a  measure  for  the  progress  of  a  society,  the  idea  that  eighteenth- 
century  bourgeois  tragedy  furthered  the  emancipation  of  the  middle 
class  is  no  longer  fully  credible.  Indeed,  an  examination  of  the  heroine's 
role  in  three  of  these  tragedies  reveals  fundamental  contradictions. 
While  the  concept  of  virtue  so  central  to  these  dramas  aided  the  middle 
class  in  its  ideological  dispute  with  the  nobility,  it  also  retarded  eman- 
cipation in  the  area  of  sensual  love  and  free  choice.  And  while  the 
aesthetic  ism  and  self-control  of  the  middle  class  established  a  prosperity- 
producing  work  ethic,  it  also  resulted  in  an  intensified  oppression  of 
women.  Moreover,  one  wonders  how  the  sad  endings  which  show  the 
bourgeoisie  defeated  by  forces  beyond  their  control  can  be  considered 
emancipatory.  Perhaps  the  portrayal  of  "das  leidende  Weib"  was  in- 
stead a  symbol  for  the  suffering  bourgeoisie  "ganz  generell,"  as 
Huyssen  suggests.  Certainly  the  recurring  theme  of  fainting — as  a 
symbol  of  powerlessness,  or  Ohnmacht — supports  this  claim,  especially 
when  it  is  contrasted  with  the  active  role  women  and  men  of  the  no- 
bility play.  Yet  we  also  know  that,  at  least  for  Lessing,  the  portrayal 
of  such  suffering  was  meant  to  arouse  the  viewer's  compassion,  and  to 
result  ultimately  in  the  betterment  of  human  nature. 

Whatever  the  significance  intended  by  the  portrayal  of  the  "suffering 
maiden"  in  eighteenth-century  bourgeois  tragedy,  that  portrayal  reveals 
the  social  and  moral  changes  which  transformed  the  role  of  women  in 
the  eighteenth  century,  and  which  persist  in  exerting  an  unliberating 
effect  on  women  today.  While  the  emergence  of  bourgeois  society  freed 
many  women  from  the  barbarous  conditions  of  feudalism,  it  also 
brought  about  a  new  kind  of  oppression,  one  which  was  largely  self- 
imposed.  For  in  order  to  possess  "feminine  nature"  as  defined  by  the 
leading  (male)  minds  of  the  period,  women  were  forced  to  undergo  a 
transformation  of  the  psyche.  This  process  led  to  that  notorious  loss  of 
self:  to  the  sense  that  one  lives  only  for  and  through  others.  And  as  Bar- 
bara Duden  points  out,  it  was — and  still  is — very  difficult  to  resist  this 
new  form  of  oppression,  for  to  rebel  against  it  means  to  fight  against 
one's  own  "feminine"  character.** 
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BERTOLT  BRECHT  AND  THE  VOLKSLIED 

Laurel  Cohen-Pfister 


Much  has  been  written  regarding  the  literary  sources  which  influ- 
enced the  works  of  Bertolt  Brecht.'  The  ever- analyzing  Brecht  continu- 
ally traced  the  more  marked  influences  himself,  thus  revealing  a  myriad 
of  ties  to  tradition  which  require  further  scholarly  exploration.  In  his 
essay  "Wo  ich  gelernt  habe,"  the  author  lists,  next  to  the  national 
classics  and  literature  of  the  Soviet  Union,  folk  art  as  a  recommended 
source  from  which  artists,  notably  writers,  could  learn  greatly,  and 
subsequently  discusses  his  occupation  with  the  Volkslied,  the  "folk 
song.  "2  Surprisingly,  this  reference  has  long  been  neglected  in  Brecht 
studies.  Although  many  scholars  make  fleeting  reference  to  a  folk  song 
quality  in  his  songs,  little  exists  regarding  Brecht  and  the  folk  song 
per  se.' 

This  contradiction  may  result  in  part  from  the  scarcity  of  material  in 
Brecht 's  writings,  aside  from  the  aforementioned  essay,  from  which  to 
draw  definite  conclusions  regarding  the  author's  attitude  toward  the 
folk  song.  Werner  Mittenzwei  rightly  notes: 

Brechts  eigene  Versuche,  eine  Traditionslinie  zu  skizzieren,  sind  .  .  . 
meist  bruchstiickhaft.  Entweder  sind  es  unvollendete  Skizzen,  oder  aber 
seine  Bemerkungen  sind  aus  einem  genau  bestimmbaren  Anlafi 
geschrieben,  konzentrieren  sich  auf  ganz  bestimmte  Gesichtspunkte  und 
lassen  andere  beiseite.^ 

The  very  vagueness  which  accompanies  the  definition  of  the  folk  song 
further  hinders  a  study  of  Brecht  and  this  genre.  As  Wolfgang  Suppan 
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States:  "Die  Begriffe  'Nationallied,'  'Volkslied,'  und  'Volksgesang' 
sind  seit  Herder  unterschiedlich  gedeutet  und  gebraucht  worden."^ 
Brccht's  own  references  to  the  Vo/ks/te d  2.nd  to  its  influences  on  his 
work  raise  the  justified  question  of  what  the  author  actually  understood 
by  the  term. 

Since  this  study  is  an  attempt  to  examine  Brecht's  connection  with 
folk  song,  its  purpose  must  be,  of  necessity,  twofold:  First  it  must  be 
determined,  as  far  as  possible,  what  Brecht  understood  to  be  the 
Volkslied,  and  secondly,  it  should  be  shown  how  this  genre  influenced 
and  is  reflected  in  his  songs. 

As  previously  stated,  the  essay  "Wo  ich  gelernt  habe"  affords  the 
greatest  and  most  concentrated  information  about  Brecht's  relationship 
to  and  understanding  of  the  folk  song.  In  this  essay,  he  writes: 

Volkslieder  habe  ich  verhaltnismafiig  spat  kennengelemt,  wenn  ich  von 
einigen  Goethe  und  Heine-Liedern  absehe,  die  da  und  don  gesungen 
warden,  von  denen  ich  aber  nicht  recht  weifi,  ob  man  sie  zu  den 
Volksliedern  rechnen  soil,  da  die  Bevolkerung  an  ihnen  auch  nicht  dutch 
die  kleinste  Verandemng  mitdichtete.  Es  ist  beinahe,  als  hatten  die 
grofien  Dichter  und  Musiker  des  fortschrittlichen  Biirgertums,  indem  sie 
das  edelste  Volksgut  in  neuen  Pragungen  aufnahmen,  die  Bevolkerung 
selbst  der  Sprache  beraubt.^ 

It  is  unknown  how  well  acquainted  the  young  Brecht  was  with  the 
folk  song  scholarship  that  was  experiencing  a  zenith  in  activity  in  the 
late  nineteenth  and  early  twentieth  centuries.^  His  comments  indicate, 
however,  a  basic  knowledge  of  the  essence  of  the  folk  song.  Brecht  ob- 
viously expresses  doubt  whether  the  popular  compositions  of  authors 
like  Goethe  or  Heine  should  be  considered  folk  songs,  for  the  "real 
folk,"  the  people  in  general,  had  no  part  in  their  production. 

Mitdichten  is  a  key  thought  here,  and  in  folk  song  research  it  is  con- 
sidered one  of  the  fundamental  characteristics  of  the  folk  song.  John 
Meier,  the  noted  folk  song  scholar,  states:  "Meist  sind  wohl  die  Ver- 
fasser  des  Liedes  unbekannt,  aber  es  ist  dies  durchaus  nicht  nothwen- 
dig.  Nothwendig  ist  nur  die  Herrenstellung  des  Volkes,  die  Verneinung 
von  Individualrechten  des  Verfassers  an  dem  Liede."*  Brecht  expresses 
this  important  aspect  further  via  example  when  he  relates  how  female 
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workers  in  a  paper  mill,  when  failing  to  remember  the  original  text  of 
a  song,  would  improvise  transitions:  "wo von  viel  zu  lernen  war."^  His 
recognition  of  the  value  and  importance  of  the  populace's  active  con- 
tribution to  folk  poetry  is  quite  evident. 

At  this  point,  one  might  become  entangled  in  the  well-known  con- 
troversy of  the  early  twentieth  century  which  was  concerned  with  the 
origins  of  the  folk  song,  and  with  the  question  of  whether  the  genuine 
folk  song  is  a  "Kunstlied  im  Volksmunde,"io  or  whether  it  is  the 
natural  product  of  a  people.*'  However,  Brecht  never  fully  approaches 
the  subject,  and  instead,  establishes  his  main  criterion  for  determin- 
ing the  authenticity  of  a  folk  song  upon  the  relationship  between  the 
people  and  the  song.  If  a  song  exists  among  the  people  in  such  a 
manner  that  they  feel  free  to  change  the  text  as  fitting  or  desired  — 
here  the  term  that  is  implied  is  that  of  Umsingen  —  it  can  be  deemed 
a  "true"  expression  of  the  people.  Indeed,  Brecht  criticizes  new  ver- 
sions of  old,  "true"  folk  songs,  which  he  positively  terms  "das  edelste 
Volksgut,"  for  the  very  fact  that  they  destroy  the  folk-based  language 
and  expression  in  the  songs. 

In  "Wo  ich  gelernt  habe,"  he  states  further: 

Es  ist  schwierig,  vom  Volkslied  zu  lernen.  Die  modernen  Lieder  "im 
Volkston"  sind  oft  abschreckende  Beispiele,  schon  ihrer  kiinstlichen  Ein- 
fachheit  wegen.  Wo  das  Volkslied  etwas  Kompliziertes  einfach  sagt, 
sagen  die  modernen  Nachahmer  etwas  Einfaches  (oder  Einfaltiges)  ein- 
fach. Aufierdem  wiinscht  das  Volk  nicht  tumlich  zu  sein.*^ 

The  author  now  defines  his  understanding  of  the  folk  song  by  dif- 
ferentiating between  it  and  those  which  merely  try  to  imitate  this  tone. 
The  latter  plainly  do  not  achieve  the  complexity  in  meaning,  or,  as  in- 
directly stated  here,  the  subtlety  of  expression  that  genuine  folk  poetry 
does.  These  mawkish  by-products  of  the  Romantic  period  distract  from 
the  original  character  of  the  folk  song.  Their  originators  are  to  be 
blamed  for  falsifying  or  even  destroying  the  original  expression  of  the 
Volk:  "Die  deutsche  Romantik,  die  das  Verdienst  hat,  Volkslieder 
gesammelt  zu  haben,  hat  auch  viel  verdorben,  indem  etwas  falsch  In- 
niges,  leer  Sehnsiichtiges  hineingebracht  und  Hervorragendes  geglat- 
tet  wurde."*'  Brecht  seems  to  be  looking  for  a  certain  narrative  distance. 
Furthermore,  one  finds  the  idea  that  the  senses  should  not  be  lulled 
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by  polished  rhythms,  but  rather  awakened  by  the  very  imperfection  of 
the  song.  Implied  in  Brecht's  argument  is  that  the  folk  song  is  not 
necessarily  "schon."''* 

Other  references  to  the  folk  song  in  his  writings  support  or  expound 
upon  the  views  expressed  in  "Wo  ich  gelernt  habe."  As  early  as  1920, 
the  young  author  had  already  stated  what  position  his  poems  were  to 
take  among  the  people,  a  position  which  resembles  his  conception  of 
the  folk  song:  "So  sollen  die  Gedichte  da  [mit  unter  innen  drinnen] 
stehen  unter  den  Leuten."''  In  a  later  comment,  he  again  criticized 
meaningless  sentimentality,  stating:  "1st  das  lyrische  Vorhaben  ein 
gliickliches,  dann  arbeiten  Gefiihl  und  Verstand  vollig  im  Einklang.''^^ 
During  his  exile  in  Finland,  he  wrote  in  his  working  journal  of  his  ad- 
miration and  appreciation  of  an  Estonian  folk  song,  which  he  later  in- 
corporated into  Der  kaukasische  Kreidekreis}''  "Es  ist  ein  grofies 
Gedicht,"  he  lauded,  and  continued  by  commenting  on  the  formulaic 
descriptions  in  the  poem,  which  seemingly  contradict  one  another  (e.g., 
"mein  goldenes  Heim"  /  "mein  silbernes  Heim").  Brecht  judges  this 
typical  phenomenon  in  folk  song  positively,  for  by  its  very  nature,  it 
allows  the  singer  greater  expression.  By  not  limiting  or  fixing  itself,  the 
song  achieves  a  certain  universality  and,  importantly  for  Brecht,  a  cer- 
tain dialectical  nature:  "[ejserzielt  .  .  .  auch  beim  primitiven  zuhorer 
den  plastischen  eindruck,  indem  der  gegenstand  von  mehreren  seiten 
angegangen  wird."'^ 

Based  upon  these  few,  yet  informative  comments,  one  may  assert  that 
Brecht's  opinion  of  the  folk  song  was  considerably  high.  One  must,  of 
course,  understand  that  the  folk  song  meant  here  is  not  what  Brecht 
perceived  to  be  the  maudlin  remnant  of  the  Romantic  period,  but 
rather  song  with  a  further- reaching  tradition  and  one  with  its  language 
and  expression  rooted  in  the  Volk  itself.  Summarizing  Brecht's 
theoretical  conception  of  the  Volkslied,  one  could  easily  use  the  defini- 
tion Franz  Bohme  developed  in  1892:  "Lieder,  die  .  .  .  durch  Volks- 
mund  verbreitet,  umgebildet  und  erhalten  wurden,  zum  Theil  noch 
gesungen  werden  und  durch  einfachste  Form  und  allgemeinen,  ob- 
jektiven  Inhalt  sich  vom  Kunstliede  unterscheiden."'^ 

The  focus  of  study  now  shifts  to  Brecht's  poems  in  order  to  see  the 
influence  of  the  folk  song  on  his  work.  In  the  essay  "Wo  ich  gelernt 
habe,"  the  author  claimed  to  have  learned  extensively  from  the  folk 
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song  in  poems  like  "Die  Legende  vom  toten  Soldaten"  and  "Und  was 
bekam  des  Soldaten  Weib."^^  An  examination  of  these  specified  poems 
regarding  similarities  to  and  divergences  from  the  folk  song  should 
determine  exactly  what  Brecht  claimed  to  have  learned,  and  in  doing 
so,  further  define  his  view  of  this  genre. 

The  first  of  these  poems,  "Die  Legende  vom  toten  Soldaten,"  was 
written  during  the  First  World  War.  Brecht  traced  the  origins  of  the 
poem  to  events  surrounding  the  final  months  of  the  war: 

Im  Friihjahr  1918  durchkammte  der  kaiserliche  General  Ludendorff  2um 
letztenmal  ganz  Deutschland  .  .  .  nach  Menschenmaterial  ftir  seine 
grofie  Offensive.  Die  Siebzehnjahrigen  und  die  Fiinfzehnjahrigen 
wurden  eingekleidet  und  an  die  Fronten  getrieben.  Das  Wort  kv, 
welches  bedeutet  kriegsverwendungsfahig,  schreckte  noch  einmal 
Millionen  von  Familien.  Das  Volk  sagte:  Man  grabt  schon  die  Toten  aus 
fiir  den  Kriegsdienst.^' 

It  is  interesting  to  note  that  the  idea  behind  this  song  is  based  upon 
a  saying  from  "das  Volk";  the  song's  key  image  stems  from  the  mouths 
of  the  people  themselves.  Brecht  uses  the  form  of  the  ballad  in  under- 
taking this  theme. 

A  glance  at  the  basic  form  of  the  ballad  reveals  a  simple  form  typical 
of  the  folk  song:  4-line  stanzas — 19  stanzas  altogether — with  an  al^ai^ 
rhyme  scheme.  The  rhymes  and  rhythmic  patterns  also  indicate  tradi- 
tional forms: 

X  XXX  xxxx 

Und  wenn  sie  dutch  die  Dorfer  ziehn 

xxxx  XX        X 

Waren  alle  Weiber  da 

XXXXXXX  XX  X 

Die  Baume  verneigten  sich,  Vollmond  schien 

X  X     X  X         X      X 

Und  alles  schrie  hurra. ^^ 

The  end  rhyme  pairs  "ziehn" /"schien"  and  "da" /"hurra"  examplify 
the  a^aS>  rhyme  scheme.  The  "ziehn" /"schien"  rhyme  also  illustrates 
the  common  use  of  assonance  to  produce  rhyme.  One  must  note  as  well 
that  the  ai?al^  rhyme  scheme  is  not  strictly  adhered  to  in  a  number  of 
stanzas  (for  example,  in  stanzas  4,  6,  or  11).  This,  however,  does  not 
discredit  the  proof  of  a  folk  song  structure  in  Brecht 's  "Legende,"  but 
rather  reinforces  it,  for,  as  Fritz  Schlawe  states:  "[D]ie  Kunstmittel, 
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Reim,  Refrain,  werden  grofiziigig  gehandhabt."^^  Noting  the  scansion, 
together  with  the  given  rhyme  scheme,  it  becomes  evident  that  Brecht 
has  employed  the  traditional  "Chevy  Chase"  stanza,  that  is,  alternating 
lines  of  4  and  3  stressed  syllables  with  a  masculine  ending.  Peter 
Schwarz  notes:  "Sie  ist  die  typische  Form  der  'heldnischen  Ballade.'  "24 
As  with  the  rhyme  scheme,  it  is  important  to  recognize  rhythmic 
variations  between  the  verses,  as  this  is  characteristic  of  the  metric 
freedom  of  the  folk  song.  Scanning  the  verse  of  the  sixth  stanza,  a 
totally  different  rhythmic  pattern  emerges  as  compared  to  the  previously 
scanned  stanza: 

X  XX        XXX  xxxx         X 

Und  sie  nahmen  sogleich  den  Soldaten  mit 

XX  XXX  X 

Die  Nacht  war  blau  und  schon. 

XX         XX  XXX         xxx(x) 

Man  konnte,  wenn  man  keinen  Helm  aufhatte 

X  X      X       x         X       X       X 

Die  Sterne  der  Heimat  sehn. 

The  amount  of  stressed  syllables  remains  the  same  in  each  line 
(4/3/4/3);  the  number  of  unstressed  syllables  varies  greatly,  however. 
This  occurrence  is  quite  legitimate  in  the  folk  song  tradition  from  which 
Brecht  is  borrowing.  As  Otto  Bockel  explains: 

Die  Weise  ist  das  starkste  Element  beim  Gesange,  sie  zwingt  deshalb 
dem  Wort  ihre  Gesetze  auf .  Das  Wort  mufi  sich  iiberall  beim  Volkslied 
der  Melodic  unbedingt  unterordnen,  es  steht  im  Banne  der  Musik.^' 

Brecht 's  "Legende  vom  toten  Soldaten"  has  a  quite  singable  rhythm 
for  the  very  reason  that  the  melody  of  the  song  determines  syllable 
stress.  Although  a  detailed  discussion  of  the  music  to  be  found  in 
Brecht 's  ballads  and  in  the  folk  song  is  not  possible  within  the  realms 
of  this  discussion,  it  nonetheless  should  be  remembered  that  melody 
is  the  vital  element  in  song,  and  its  very  effect  on  the  text  is  witness- 
ed by  the  placement  of  stressed  and  unstressed  syllables.  Brecht  himself 
referred  to  the  musical  quality  of  the  "Legende,"  when  he  remarked 
on  the  poems  in  the  Hauspostille:  "[S]ie  sollten  fast  alle  singbar  sein, 
und  zwar  auf  einfachste  Weise,  ich  selber  komponierte  sie."^^ 

A  look  at  the  language  and  expressions  employed  in  the  "Legende" 
reveals  still  additional  elements  of  folk  song  tradition  in  this  ballad. 
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One  finds,  for  instance,  the  frequent  use  of  elisions  (exs. 
"gehn"/"geschehn"),  or  nature  images  which  often  resemble  those 
of  the  folk  song  (exs.  "Die  Nacht  war  blau  und  schon,"  "Vollmond 
schien").  "Die  Sterne  der  Heimat"  refer,  however,  as  Peter  Paul 
Schwarz  notes,  to  "ein  von  der  Schlagerindustrie  erfolgreich  pro- 
duziertes  Klischee  der  Heimatliebe."^^ 

How  incongruent  these  images  appear  within  the  context  of  this 
macabre  ballad!  Brecht's  story  of  the  dead  soldier  who  is  exhumed  to 
fight  again  stand  in  conflict  with  the  harmless  folk  song  imagery,  the 
"Tschindrara"  and  the  gallant  tone  of  the  ballad.  When  comparing 
form  with  content,  it  becomes  apparent  that  Brecht  has  masterfully 
mixed  contradicting  elements  to  produce  a  powerful  anti-war  message 
and  to  criticize  government  and  military  officials  for  continuing  a  war 
that  had  long  been  lost.  As  one  scholar  remarked:  "[Bjereits  aus  der 
Diskrepanz  zwischen  'heldnischer  Form'  und  anti-heldnischem  Inhalt 
[wird]  die  satirische  Absicht  des  Autors  deutlich."^^  Brecht,  obvious- 
ly well-acquainted  with  patriotic  ballads  and  their  glorification  of  war 
and  human  sacrifice,  counteracts  these  with  his  soldier,  who,  in  despera- 
tion and  hopelessness  decides  to  die  rather  than  continue  fighting.  In 
comparing  the  "hero's"  death  in  the  "Legende"  with  an  actual  battle 
song  from  an  earlier  century,  Brecht's  satirical  style  and  purpose  are 
self-evident: 

Manch  frommer  Held  mit  Freudigkeit  Und  als  der  Krieg 
Hat  zugesetzt  Leib  und  Blute,  im  vierten  Lenz 

Starb  selgen  Tod  auf  griiner  Heid  Keinen  Ausblick  auf 
Dem  Vaterland  zu  Gute.  Frieden  bot 

Kein  schonrer  Tod  ist  auf  der  Welt  Da  zog  der  Soldat 
Als  wer  vorm  Feind  erschlagen  seine  Konsequenz 

Auf  griiner  Heid  im  weiten  Feld,  Und  starb  den 
Darf  nicht  hor'n  grofi  Wehklagen.29  Heldentod.'" 

Brecht's  "Heldentod"  unquestionably  ridicules  the  deaths  of  a  whole 
generation  of  young  men.  By  using  the  form  of  the  heroic  ballad  to 
express  his  anti-war  message,  Brecht  not  only  increases  the  effectiveness 
of  his  criticism,  he  at  the  same  time  condemns  a  whole  tradition  — 
the  tradition  of  glorification  of  war  and  the  so-called  "heroic"  death. 
Brecht  uses  the  form  of  the  heroic  ballad  for  his  "Legende,"  yet  does 
so  for  the  purpose  of  destroying  the  myth  that  is  encased  within  its  shell. 
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The  second  poem  that  Brecht  mentions  as  having  been  influenced 
by  the  folk  song  is  '  'Und  was  bekam  des  Soldaten  Weib, ' '  also  known 
as  "Das  Lied  vom  Weib  des  Nazisoldaten."  An  examination  of  the 
form  of  the  song  immediately  reveals  strong  traits  of  the  folk  song: 

Und  was  bekam  des  Soldaten  Weib 
Aus  der  alten  Hauptstadt  Prag? 
Aus  Prag  bekam  sie  die  Stockelschuh, 
Einen  GmfJ  und  dazu  die  Stockelschuh 
Das  bekam  sie  aus  der  Stadt  Prag.'^ 

This  first  verse  is  representative  of  the  basic  structure  of  the  poem. 
The  end  rhyme  is  simple,  employing  identical  rhyme  to  produce  an 
abccb  rhyme  scheme,  which  is  maintained  throughout  the  song.  In- 
ternal rhyme  and  assonance  abound  (exs.  "Prag" /"bekam," 
"Grufi' '  /  "dazu"  /  "Stockelschuh").  Similar  elements  were  also  found 
in  the  "Legende." 

A  new  element  appearing  here  is  that  of  repetition,  an  extremely 
popular  device  in  folk  poetry.  Indeed,  repetition  occurs  in  such  abun- 
dance that  one  can  easily  make  a  pattern  for  the  song's  structure, 
whereby  the  missing  elements  need  merely  be  supplied  in  order  to 
create  a  new  stanza.  Such  a  formula  would  appear  so: 

Und  was  bekam  des  Soldaten  Wieb 

Alls  A  ■> 

Aus  A  bekam  sie  ^ 

C          ^           B 
Das  bekam  sie  aus  A 


One  notices  that  only  three  elements  are  individual  to  each 
stanza,  and  two  of  these  are  repeated  several  times.  In  examining 
the  skeleton  of  each  verse,  one  finds  that  it  consists  merely  of 
variants  of  "sie  bekam  aus.  ..."  The  result  is  a  very  melodic 
structure  inducive  to  singing. 

The  question-and-answer  formula  of  the  poem  also  has  its  roots 
in  traditional  song.  Each  stanza  consists  of  the  question:  "Und  was 
bekam  des  Soldaten  Weib  aus  ..."  followed  by  the  reply.  Otto 
Bockel  writes  in  regard  to  this  technique: 

Erfrischend  und  belebend  wirkt  die  Frage  in  der  Erzahlung;  namentlich 
in  Augenblicken,  wo  die  Entscheidung  fallt,  springt  im  Volkslied  haufig 
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die  Frage  ein.  .  .  .  AUes  ist  iiberraschend,  gespannt  auf  die  Antwort,  in 
der  meist  auch  die  Losung  liegt.^^ 

The  effect  is  the  same  with  Brecht,  except  in  more  concentrated  form, 
for  here  the  song  consists  solely  of  questions  and  their  answers.  This 
formula  suits  Brecht 's  purpose  quite  well  because  he  desires  to  raise  the 
reader's  curiosity:  what  actually  did  the  soldier's  wife  receive  from  afar? 
The  last  stanza: 

Und  was  bekam  des  Soldaten  Weib 

Aus  dem  weiten  Russenland? 

Aus  Rufiland  bekam  sie  den  Witwenschleier. 

Zu  der  Totenfeier  den  Witwenschleier 

Das  bekam  sie  aus  Rufiland. 

makes  clear  what  the  final  answer  must  be:  death.  The  song  appears 
in  the  play  Schweyk  im  Zweiten  Weltkreig  and  is  used  as  an  argumen- 
tative tool  to  dissuade  a  young  man  from  entering  the  army.  Its  per- 
suasive effect  is  achieved  by  the  question-and-answer  formula,  with  an 
ironic  twist  in  the  last  stanza,  so  that  the  young  man  is  shaken  by  the 
final  answer. 

Here,  as  in  the  "Legende,"  Brecht  employs  folk  song  form  and 
techniques  to  convey  a  powerful  message:  that  of  a  soldier's  inevitable 
end. 53  The  effects  achieved  by  these  songs  in  traditional  folk  forms  re- 
mind one  of  the  author's  admiration  of  the  folk  song's  ability  to  ex- 
press complicated  matters  in  a  simple  fashion.  This  is  especially  true 
of  "Das  Lied  vom  Weib  des  Nazisoldaten."  Moreover,  the  narrative 
distance  he  found  expressed  in  genuine  folk  song  is  reflected  in  his  use 
of  these  forms.  For  instance,  all  traces  of  sentimentality  are  missing 
when  the  last  stanza  of  "Das  Lied  vom  Weib  ..."  reveals  the  death 
of  the  soldier.  This  style  is,  of  course,  indicative  of  the  author  in  general. 

Upon  examining  "Die  Legende  vom  toten  Soldaten"  and  "Das  Lied 
vom  Weib  des  Nazisoldaten"  for  similarities  to  and  divergences  from 
the  folk  song,  it  becomes  apparent  that  Brecht  was  quite  knowledgeable 
in  the  forms  and  characteristics  of  this  genre.  Of  course,  his  involve- 
ment with  the  folk  song  did  not  restrict  itself  merely  to  the  two  songs 
discussed  here.  Other  poems  such  as  the  "Legende  der  Dime  Evelyn 
Roe,"  "Uns  hat  eine  Ros  ergetzet,"  or  the  "Horenlied"  exhibit  strong 
influences  from  the  folk  song,  too.  Actual  folk  songs  themselves  appear 
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occasionally  in  his  plays,  the  example  mentioned  earlier  being  an  Es- 
tonian folk  song  which  was  incorporated  virtually  unchanged  into  Der 
kaukasische  Kreidekreis. 

Brecht's  continued  use  of  folk  song  elements,  even  actual  folk  songs 
with  their  original  meanings,  indicates  his  generally  positive  opinion 
of  this  genre  and  the  value  he  placed  on  it.  One  must  remember,  of 
course,  to  differentiate  between  the  "true"  Volkslied 2S\di  its  imitators 
stemming  from  the  Romantic  period — the  latter  of  which  Brecht 
rejected. 

As  a  link  with  the  very  folk  from  which  it  came,  the  use  of  genuine 
folk  poetry  for  the  social  critic  Brecht  was  immense.  Bernwald  Thole 
speaks  of  the  choice  of  "volkstiimliche  Liedformen,"  as  well  as  the  use 
of  common  sayings  and  proverbs,  as  being  "Briicken  fur  die  prole- 
tarische  Kritik,"  and  further  states:  "Eine  solche  Kritik,  so  sagt  Brecht, 
verschafft  ein  ganzlich  anderes  Vergniigen  an  der  Entdeckung  und 
Beobachtung  der  dialektischen  Bewegungsgesetze  und  Vergniigen  iiber 
die  plotzlich  sich  eroffnenden  Perspektiven  des  Eingriffs  und  der 
Veranderung."^^  In  his  Versuche  iiber  Brecht,  Walter  Benjamin  ex- 
pressed a  similar  thought:  "[D]as  Volkslied,  mit  dem  das  Volk 
abgespeist  werden  soil,  die  vaterlandische  Ballade,  die  den  Soldaten 
zur  Schlachtbank  begleitet  ...  — sie  alle  bekommen  hier  einen  neuen 
Inhalt.  .  .  .  ^'  Elements  of  the  folk  song  and  sister  genres  are  taken  up 
by  Brecht  and  are  made  current,  in  order  that  the  world  may  be  seen 
from  a  new  perspective — using  the  old  glasses,  so  to  speak.  Art,  accord- 
ing to  Brecht,  should  make  the  world  "durchschaubar."^^  What  better 
way  to  do  so  than  by  using  a  familiar  form:  the  folk  song. 

In  the  essay  "Wo  ich  gelernt  habe,"  Brecht  made  the  statement:  "Es 
ist  schwierig,  vom  Volkslied  zu  lernen."  One  might  choose  to  think, 
however,  that  Bertolt  Brecht  did  quite  nicely. 
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Volkslieder,  nach  Wort  und  Weise  aus  der  Vorzeit  und  Gegenwart,  (1893;  ipt.  Hildeshcim:  Georg 
01ms,  1963),  I,  p.  IV. 
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THE  DIVIDED  WOMAN: 

FEMALE  PROTAGONISTS  IN 

CONTEMPORARY  GDR  LITERATURE 

Mary-Elizabeth  O'Brien 


Since  the  early  1970's,  a  series  of  prose  works  have  been  appearing 
in  the  German  Democratic  Republic  which  focus  primarily  on  the  issues 
of  contemporary  GDR  women  and  the  suppression  of  women 
throughout  history.  Although  male  authors  have  also  addressed  these 
topics,  the  majority  of  the  works  have  been  written  by  women  and 
feature  female  protagonists  exploring  gender-specific  roles  in  both  the 
public  and  the  private  realm.  Central  to  all  the  texts  are  the  problems 
which  GDR  women  have  in  their  professions,  families,  and  personal 
lives.  The  result  of  these  conflicts  is  a  divided  woman,  an  individual 
pulled  apart  by  social  standards  and  her  own  personal  needs. 

The  fact  that  both  men  and  women  writers  seek  to  identify  the  roots 
of  sexual  inequality,  and  thereby  improve  the  position  of  women  in 
society,  suggests  that  their  works  constitute  a  cohesive  body  of  literature. 
But  do  men  and  women  deal  with  the  theme  of  female  emancipation 
in  the  same  manner?  Do  male  and  female  authors  present  images  of 
women  differently,  and,  if  so,  can  one  delineate  a  specific  mode  of 
presentation  based  on  the  author's  sex?  To  what  degree  is  a  feminine 
or  feminist  criticism  applicable  and  productive? 

In  order  to  answer  these  questions,  it  is  important  to  consider  first 
the  status  of  feminism  and  its  aligned  literary  theory  in  the  Democratic 
Republic.  The  cornerstone  of  the  GDR's  policy  on  women  rests  upon 
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scattered  writings  of  Karl  Marx  and  Friedrich  Engels.  According  to 
Marxist-Leninist  ideology,  men  and  women  enjoyed  social  equality  in 
the  Urgesellschaft.  It  was  only  with  the  rise  in  male  economic  produc- 
tivity and  the  development  of  private  property,  that  a  decreased  value 
was  assigned  to  female  labor,  and  that  women  were  delegated  to  an  in- 
ferior social  position.^  Friedrich  Engels  saw  this  devaluation  of  the  worth 
of  female  labor  as  the  source  for  the  first  class  struggle  in  history — the 
struggle  between  the  sexes. ^  Engels  argued,  "dafi  die  Befreiung  der 
Frau,  ihre  Gleichstellung  mit  dem  Manne,  eine  Unmoglichkeit  ist  und 
bleibt,  solange  die  Frau  von  der  gesellschaftlichen  produktiven  Arbeit 
ausgeschlossen  und  auf  die  hausliche  Privatarbeit  beschrankt  bleibt.  "^ 
Since  historical  antagonism  between  the  sexes  and  oppression  of  women 
are  considered  to  be  based  on  material  conditions,  the  question  of 
female  emancipation  in  the  Democratic  Republic  is  basically  a  ques- 
tion of  economic  equality.  Due  to  the  fact  that  women  have  entered 
the  work  force,  and  that  the  material  impediments  to  sexual  equality 
have  been  overcome  in  the  socialist  state,  the  historian  Herta  Kuhrig 
states:  "In  den  Landern  des  real  existierenden  Sozialismus  ist  die 
Frauenfrage  gelost."'* 

In  line  with  Marxist-Leninist  principles  on  sexual  equality,  Hans 
Kaufmatin,  a  prominent  GDR  literary  critic,  incorporates  the  theme 
of  female  emancipation  in  fiction  into  the  larger  frame  of  socially  en- 
gaged literature.  He  asserts  that  the  appearance  of  narrative  prose  works 
in  the  Democratic  Republic,  "die  von  Frauen  geschrieben  sind,  Frauen 
zu  Zentralfiguren  haben  und  auch  deutlich  einen  weiblichen  Stand- 
punkt  zur  Geltung  bringen,"  does  not  indicate  the  emergence  of  a  sex- 
specific  literature.'  Kaufmann  contends  that  if  one  considers  these  texts 
as  Frauenliteratur,  one  infers  that  they  are  divorced  from  the  interests 
of  society  as  a  whole. ^  The  predominant  critical  position  in  the  GDR 
is  that  women  do  not  need  to,  nor  do  they  write  a  separate  literature."^ 

In  contrast  to  the  singular  approach  to  literary  criticism  in  the  socialist 
state,  the  study  of  female  protagonists  and  women  writers  has  led  to 
a  multiplicity  of  research  in  non-socialist  countries,  e.g.  the  United 
States,  France,  and  the  Federal  Republic  of  Germany.  The  American 
feminist  Elaine  Showalter,  for  instance,  differentiates  between  two  main 
currents  in  research:  feminist  critique  and  gynocritics.^  The  aims  of 
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feminist  critique  are  to  develop  a  feminist  reader-response  theory,  to 
examine  the  degree  to  which  female  literary  characters  convey 
stereotypic  sex-linked  traits,  and  to  reevaluate  the  literary  canon  which 
has  been  based  on  aesthetic  concepts  and  texts  created  by  men. 

Centering  on  female  literary  production,  gynocritics  can  be  divided 
into  four  areas  of  inquiry:  biological,  linguistic,  psychoanalytic,  and 
cultural.  Feminist  critics  who  base  their  analysis  of  women  writers  on 
biological  factors  do  not  form  a  cohesive  group,  but  their  common  ques- 
tion is  whether  a  universal  principle  of  the  female  exists  that  remains 
constant  over  time.  French  feminists,  in  an  effort  to  determine  how 
physical  differences  influence  a  woman's  psychological  make-up,  and 
thus  her  creativity,  have  developed  a  theory  of  I'ecriture  feminine. 
Women's  literary  production  is  seen  primarily  as  an  expression  of  female 
sexuality  rather  than  a  direct  result  of  historical  and  cultural 
circumstances. 

The  American  feminist  Ann  R.  Jones  praises  the  work  of  French 
theoreticians  for  their  attention  to  female  sexuality  as  an  alternative  to 
male-dominated  standards  of  knowledge.  Yet  she  questions  how  this 
will  help  women  to  gain  a  better  awareness  of  themselves  and  the  world. 
Jones  contends:  "If  we  define  female  subjectivity  through  universal 
biological /libidinal  givens,  what  happens  to  the  project  of  changing 
the  world  in  feminist  directions? "^  The  various  approaches  to 
gynocritics  are  not,  however,  mutually  exclusive,  and  many  theorists 
combine  methods  of  inquiry.  The  FRG  critic  Silvia  Bovenschen,  for  in- 
stance, seeks  a  historical  analysis  of  the  role  women  have  played  in  the 
production  and  reception  of  art.  Bovenschen  postulates  though  that  a 
closer  study  of  women's  literary  works  might  bring  to  light  a  specific 
female  "asthetisches  Sensorium  und  Formen  des  Erkennens."^°  Indeed, 
further  research  on  women's  writings  is  needed  to  bring  these  dif- 
ferences to  light. 

This  paper  will  not  assume  there  is  a  biologically  determined  mode 
of  expression  intrinsic  to  women  writers,  but  instead,  it  will  explore  the 
historical  conditions  which  have  shaped  and  influenced  men  and 
women  writers  in  their  portrayal  of  women  in  literature.  I  wish  to  discuss 
GDR  texts  which  expose  customs,  traditions,  and  myths  that  define 
gender  identity  and  sexual  relationships,  and  which  have  been  hand- 
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ed  down  over  generations  and  furthered  by  convenience.  Furthermore, 
current  literary  texts  by  both  male  and  female  authors  will  be  compared 
to  everyday  reality  in  the  Democratic  Republic  to  assess  how  they  dif- 
fer in  levels  of  awareness  of  women's  experiences. 

First,  it  is  essential  to  trace  the  development  of  cultural  policy  within 
the  GDR  in  recent  years  in  order  to  understand  the  emergence  of 
women's  issues  in  GDR  literature.  The  VIII.  Parteitag  of  the 
Sozialistische  Einheitspartei  Deutschlands  (SED)  in  June  1971,  at  which 
Erich  Honecker  became  the  new  First  Secretary  of  the  Party,  marks  a 
turning  point  in  GDR  cultural  policy.  Honecker 's  statement  before  the 
4th  Plenum  in  December  1971  examplifies  the  shift  in  official  policy 
away  from  the  prescriptive  mandates  of  Socialist  Realism — the  portrayal 
of  the  "positive  hero"  in  a  harmonious  classless  society — towards  a 
more  open  discussion  of  conflicts  in  the  Democratic  Republic: 

Wenn  man  von  der  festen  Position  des  Sozialismus  ausgeht,  kann  es 
meines  Erachtens  auf  dem  Gebiet  von  Kunst  und  Literatur  keine  Tabus 
geben.  Das  betrifft  sowohl  die  Fragen  der  inhaltlichen  Gestaltung  als 
auch  des  Stils — kurz  gesagt:  die  Frage  dessen,  was  man  die  kiinsderische 
Meisterschaft  nennt." 

While  confirming  the  commitment  to  socialism,  Honecker 
acknowledged  contradictions  which  persist  in  reality.  This  acceptance 
of  unsolved  problems  has  led  to  an  emphasis  on  subjectivity  in  art  as 
a  viable  means  to  identify  areas  of  social  interactions  which  need 
change.  The  individual's  personal  desires,  needs,  and  search  for  self- 
realization  have  become  a  prerequisite  for  the  free  development  of 
society  as  a  whole.  The  tendency  to  portray  problems  openly  has  allowed 
authors  and  readers  alike  to  reexamine  accepted  institutions  and  social 
structures,  including  the  role  of  women  in  society.  ^^ 

Fictional  prose  plays  a  decisive  role  in  explaining  women's  social  con- 
dition in  the  GDR.  While  GDR  women  enjoy  a  qualitatively  high  stan- 
dard of  living,  and  are  guaranteed  constitutional  equality,  support  for 
higher  education,  and  job  security  during  pregnancy  and  early  child- 
rearing  years,  social  behavior  has  not  been  completely  reformed.  Con- 
temporary literature  portrays  women  as  suffering  from  Doppelbelastung 
(the  burden  of  having  both  a  career  and  the  primary  responsibility  for 
the  household)  and  as  retaining  a  stereotypic  body  image. 
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I.  Women  in  Professions 

In  the  1949  Constitution  of  the  GDR,  women  were  guaranteed  equal 
rights,  equal  legal  standing,  and  equal  remuneration.  In  1968  the  Con- 
stitution was  amended  to  include  the  statement,  "Die  Forderung  der 
Frau,  besonders  in  der  beriiflichen  Qualifizierung,  ist  eine 
gesellschaftliche  und  staatliche  Aufgabe"  (Article  24,  Paragraph  1). 
Consequently,  women  have  steadily  entered  the  work  force,  and  by  the 
early  1970's  over  80%  of  working  age  women  were  gainfully 
employed.  ^3  Working  women  have  become  a  simple  fact  of  life  in  the 
Democratic  Republic. 

When  one  looks  at  contemporary  GDR  literature,  the  image  of  the 
professional  woman  abounds.  Women  are  most  often  depicted  as  suc- 
cessful doctors,  scientists,  architects,  and  directors.  While  this  literary 
image  reflects  women's  advancement  in  the  professions  and  provides 
a  positive  role  model  for  women ,  it  shadows  the  fact  that  women  have 
continued  to  choose  typically  "female"  trades.^"*  A  clear  indication  of 
women's  economic  power  and  financial  equality  would  result  from  a 
comparison  of  income  distribution  between  men  and  women.  GDR 
statistics  on  average  monthly  income,  however,  do  not  take  sex  into  ac- 
count. Gisela  Helwig  suggests  that  women's  financial  position  in  the 
mid- 1970's  can  be  measured  by  noting  that  areas  of  the  economy  with 
high  female  participation  (postal  service,  trade,  and  agriculture)  all  rate 
below  the  average  income  level. ^^ 

Considering  the  strides  women  have  made  economically  and  the  em- 
phasis placed  on  women's  advancement  in  the  Democratic  Republic, 
the  question  that  arises  is  whether  being  female  in  the  working  world 
has  its  disadvantages.  By  turning  to  fictional  prose  texts  by  both  men 
and  women,  an  answer  appears  to  lie  in  the  system  of  attitudes  still 
prevalent  in  the  Democratic  Republic. 

Brigitte  Reimann's  novel  Franziska  Linkerhand,  published  originally 
in  1974,  exemplifies  the  professional  woman's  struggle.  Franziska,  a 
young  idealistic  architect  of  bourgeois  upbringing,  envisions  a  solution 
to  impersonal  living  conditions  in  the  growing  technological  state.  Her 
attainment  of  this  goal  is  hindered  in  part  by  her  sexual  identity.  Fran- 
ziska is  forced  by  conventions  to  learn  and  adapt  to  male  standards  in 
order  to  succeed  in  her  chosen  field.  She  realizes,  however,  that  con- 
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formity,  while  allowing  her  to  pursue  socially-minded  goals,  also  re- 
quires her  to  give  up  a  part  of  her  own  identity,  a  situation  which  she 
knows  is  wrong.  Furthermore,  despite  adopting  norms  of  male 
behavior,  Franziska  never  becomes  more  than  just  a  tolerated  outsider 
to  her  male  colleagues,  and  remains,  "[d]er  Vogel  mit  dem  bunteren 
Gefieder."*^ 

Franziska  recognizes  the  discrepancy  between  economic  equality  and 
true  emancipation,  and  identifies  the  source  of  her  dilemma  as  a  pro- 
fessional woman  to  be  social  conventions,  the  "ungeschriebene 
Gesetze"  {FL,  p.  189).  Yet  she  does  not  actively  reject  and  demystify 
these  double  standards.  Although  conscious  of  the  situation,  she  on- 
ly accepts  it  outwardly  out  of  necessity  and  convenience,  remaining 
alone  in  her  knowledge  and  torn  apart  inside.  The  oppostion  between 
professional,  social,  and  personal  needs  is  never  quite  resolved  in  this 
novel.  Since  Franziska  cannot  find  the  means  to  change  her  lot,  she 
deems  it  necessary  to  reject  a  family  life  and  personal  fulfillment,  and 
to  concentrate  her  energy  on  actualizing  a  socialist  solution  to 
architecture. 

Giinter  de  Bruyn's  short  story  "Geschlechtertausch"  explores  pro- 
fessional double  standards  from  another  perspective.  This  tale  begins 
with  a  married  couple  who  exchange  sexual  roles  while  making  love, 
and  revolves  around  the  experiences  of  Karl,  after  turning  into  a 
woman.  Before  the  sex-change,  Karl  believes  that  others  perceive  him 
as  "weich,  gefiihlsduselig,  moralinsauer."^^  But  despite  his  sensitive 
and  gentler  nature,  he  had  always  enjoyed  authority  and  respect  in  his 
professional  life  before  the  sex-change.  Furthermore,  he  considers 
himself  to  be  judged  by  others  as  sympathetic  to  the  feminist  cause  and 
governed  by  "feministische  Schongeisterei  und  Gefiihlskultivierung" 
(G,  p.  202).  Yet  only  as  a  woman,  now  named  Karla,  does  the  pro- 
tagonist notice  how  the  female  workers  are  obligated  to  make  coffee 
and  water  the  plants  in  the  office.  At  first,  Karla  questions  these  double 
standards,  but  then  quickly  reverts  to  the  old  stereotypes  which  sud- 
denly seem  so  "selbstverstandlich"  (G,  p.  208).  After  realizing  that 
a  woman's  opinions  are  not  solicited,  nor  taken  seriously,  Karla  remains 
silent  or  makes  only  banal  statements  in  the  presence  of  male  col- 
leagues. Karla 's  authority  quickly  erodes,  culminating  at  a  conference 
at  which  she  presents  a  paper.  Karla  is  shocked  to  observe  how  the  direc- 
tor bypasses  the  problem  presented  and  instead,  addresses  Karla 's  ad- 
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mirable  accomplishments  as  those  of  a  "Vertreterin  eines  Geschlechts, 
das  die  Fesseln  uralter  Vorurteile  abgeworfen  hat"  (G,  p.  219). 

Karla  does  not  counter  this  condescending,  sexist  remark,  as  if  to  say 
that  the  traits  which  have  been  ascribed  to  women — being  subservient, 
nurturing,  excitable  and  passive — are  sex-linked,  or,  at  best,  are  so  in- 
grained in  society  that  the  pressure  to  conform  blindly  is  too  great  to 
resist. 

In  a  third  work,  "Gute  Botschaften  der  Valeska  in  73  Strophen," 
Irmtraud  Morgner  also  focuses  on  discrepancies  between  male  and 
female  roles  at  the  work  place.  The  protagonist  Valeska  undergoes  a 
sexual  transformation  in  which  only  her  physique  changes;  inside  she 
remains  the  same  person  with  a  female  consciousness.  Valeska  is  aware 
of  diverse  patterns  of  behavior  which  society  associates  with  sexual  iden- 
tity, even  before  her  change.  Valeska  is  a  scientist  who  considers  herself 
replaceable  at  any  time.  She  notices  how  Rudolf,  in  contrast,  deems 
himself  the  greatest  scientist  in  his  field.  These  illusions  of  grandeur 
are  viewed  as  rooted  in  traditional  male  norms:  "Alle  Bekarmten  sahen 
ihm  diese  Skurrilitat  nach.  Keiner  hatte  sie  Valeska  nachgesehen.  Der 
Frau  war  Grofienwahn  auch  ganzlich  fern."^® 

Valeska,  like  Franziska,  and  to  some  extent,  like  Karla,  recognizes 
the  double  standards  which  govern  her  existence,  but  she  goes  beyond 
merely  identifying  the  problem.  Valeska  shows  how  ridiculous  these 
conventions  are.  For  example,  when  Rudolf  confronts  Valeska  at  one 
point  with  gender  stereotypes,  Valeska  counters:  "Wenn  dir  ein  Mann 
mit  AUiiren  angenehmer  ist,  habe  ich  nichts  dagegen,  mich  ais  solchen 
2u  betrachten"  (G5,  p.  38). 

These  three  works  present  three  different  perspectives  on  how  women 
deal  with  double  standards  in  their  professional  lives.  Despite  their  ad- 
vanced education  and  positions  of  authority,  these  female  literary 
characters  encounter  sexist  attitudes  from  their  colleagues  which  hinder 
their  productivity  and  self-realization.  The  women  writers,  Morgner  and 
Reimann,  exhibit  an  acute  awareness  of  the  social  constraints  which  im- 
pede women,  and  portray  female  characters  who  struggle  against 
gender-specific  roles.  Whereas  Reimann  depicts  Franziska's  inner  strug- 
gle to  avoid  conformity,  Morgner  provides  a  figure  who  confronts  others 
with  gender  norms  in  order  to  break  conventional  female  roles.  In  con- 
trast, the  male  author  de  Bruyn  presents  a  female  character  who  com- 
placently accepts  the  gender  role  assigned  to  her  by  co-workers.  Indeed, 
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Karla  wants  to  become  a  man  again.  Instead  of  offering  alternatives, 
de  Bruyn  implies  that  the  disadvantages  in  being  female  are  inevitable, 
and  that  the  only  solution  for  women  is  to  become  men. 


II.  The  Family 

The  economic  constraints  within  the  socialist  state  have  allowed  few 
alternatives  to  the  nuclear  family.  Due  to  housing  shortages,  communal 
living  arrangements  for  single  parents  or  workers'  collectives  are  infeas- 
ible  and  almost  impossible  to  actualize.  ^^  Xhe  lack  of  living  space  makes 
it  exceedingly  difficult  for  young  single  people  to  have  their  own  apart- 
ment. Besides  economic  pressure,  the  ideology  of  the  SED  plays  a 
decisive  role  in  the  acceptability  of  marriage  as  the  ideal  state.  In  the 
Vamiliengesetzbuch  of  1965,  the  family  is  described  as  "die  kleinste 
Zelle  der  Gesellschaft,"  and  the  means  to  produce  social  and  personal 
fulfillment. 

The  traditional  patriarchal  family  structure  is  predominant  in  the 
GDR.  Women  still  perform  most  of  the  household  duties.  Statistics 
from  1970  show  that  while  women  continued  to  enter  the  work  force, 
they  still  did  37.1  hours  of  housework  a  week.  Men  only  worked  6.1 
hours  a  week  in  the  home.^o  For  this  extra  burden,  working  women  with 
a  child  received  one  day  off  a  month  to  catch  up  on  the  housework, 
laundry,  and  shopping.  As  of  1972,  the  man  was  also  given  this  day 
off,  but  only  if  his  wife  was  unable  to  do  the  chores  or  if  he  was  the 
sole  guardian  of  a  child  under  18.^^  Not  only  is  this  an  unequal  trade- 
off, but  it  also  reinforces  the  traditional  subservient  female  roles. 

The  greatest  strides  for  GDR  women  have  come  in  the  areas  of 
pregnancy  leave  and  child  care.  In  1978  women  received  22  weeks 
pregnancy  leave  with  full  wages,  1000  Marks  for  expenses  incurred,  and 
were  guaranteed  the  return  to  their  position  after  recuperation. ^2  Since 
1972  working  mothers  can  take  an  unpaid  vacation  up  to  the  baby's 
first  birthday.  For  the  care  of  the  second  and  subsequent  children,  this 
"baby  year' '  is  paid  at  sick  leave  wages.  The  law  was  amended  in  1978 
so  that  mothers  of  one  child  can  also  request  the  year  with  pay.^^ 

The  GDR  government  has  undertaken  a  variety  of  measures  aimed 
at  promoting  the  family,  supporting  working  mothers,  and  easing  the 
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burden  of  household  duties.  Yet  laws  are  easier  to  change  than  at- 
titudes, and  legislation  that  guarantees  equal  rights  is  exceedingly  dif- 
ficult to  implement  in  the  home.  GDR  women  tend  to  work  two  shifts, 
one  outside  the  home  and  one  in  the  family. 

The  portrayal  of  family  life  in  contemporary  literature  reflects  this 
situation.  At  the  one  extreme  are  figures  such  as  Franziska  Linkerhand 
and  Claudia,  the  protagonist  in  Christoph  Hein's  novella,  Derfremde 
Freuna^ {19S2),  published  under  the  title  Drachenblut  in  the  FRG  in 
1983.^'  Both  figures  reject  a  traditional  family  life  and  prefer  to  live 
alone.  Franziska  believes  that  she  cannot  function  in  her  career  and 
fulfill  the  expected  domestic  duties  at  the  same  time,  so  she  seeks  hap- 
piness in  her  work.  In  contrast,  Claudia  cannot  discover  an  anchor  for 
her  existence  and  has  abandoned  the  search.  She  finds  no  consolation 
in  her  career  as  a  doctor  because  she  deems  medical  science  extremely 
limited  and  her  job  to  be  only  a  series  of  technical  maneuvers. 

Claudia's  private  life  also  remains  unfulfilling.  After  one  failed  mar- 
riage, she  refuses  to  bind  herself  again  to  another  person  and  to  assume 
the  responsibilities  inherent  in  communal  living.  In  her  relationship 
with  Henry,  she  always  maintains  a  safe  distance  from  him  and  her  own 
feelings,  protected  behind  walls  of  isolation.  Based  on  her  observations 
of  others  and  personal  experience,  Claudia  views  marriage  as  just 
another  imposition.  There  are  no  exemplary  relationships  for  her  to 
build  a  model  upon.  Women  are  depicted  as  beaten  and  abused  by 
their  husbands,  as  victims  of  adultery  or  adulteresses  themselves,  as 
locked  in  unproductive  and  subordinating  relations,  and  as  forced  to 
patiently  maintain  the  household  alone.  While  Claudia  recognizes  the 
conflicts  arising  from  the  patriarchal  system,  she  does  nothing  to  combat 
them  and  to  seek  meaningful  alternatives;  her  solution  is  to  avoid  all 
human  contact.  She  refuses  to  delve  deeper  into  the  underlying  motiva- 
tions for  such  feelings,  constantly  suppressing  her  emotional  needs  with 
excuses. 

Female  protagonists  who  do  choose  both  a  career  and  a  family  suffer 
from  double  burdens.  Katharina,  the  main  character  in  "Blitz  aus 
heiterm  Himmel"  (1974)  by  Sarah  Kirsch,  cleans  and  cooks  while  her 
husband  Albert  watches.  After  a  sex  change  and  a  new  identity  as  Max, 
the  situation  suddenly  changes.  Now  the  two  work  together  on 
everything  from  the  dishes  to  the  car.  But  the  solution  to  their  basic 
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dilemma  is  only  a  hollow  one.  Max  and  Albert  are  no  longer  sexually 
involved;  the  relationship  is  between  two  men.  The  entire  problem  of 
female  emancipation  and  the  search  for  equal  and  satisfying  relation- 
ships between  the  sexes  is  completely  bypassed.  Max  sums  it  up:  "Jetzt, 
wo  ich  selbern  Kerl  bin,  jetz  kriekich  die  Ehmannzipatzjon.''^^ 

In  Irmtraud  Morgner's  short  story  "Gute  Botschaften,"  the  woman 
figure  is  again  portrayed  as  solely  responsible  for  most  of  the  household 
duties.  After  her  sex-transformation,  however,  Rudolf  feels  obligated 
to  help  Valeska  with  the  domestic  chores.  In  contrast  to  the  figure 
Katharina/Max  in  "Blitz,"  Valeska  can  return  to  her  female  body  at 
will,  allowing  her  to  have  a  conventional  marital  relationship.  While 
both  stories  are  fantastical,  Morgner's  tale  offers  the  more  satisfying 
model,  for  Valeska  finds  the  means  to  enjoy  equality  and  retain  her  sex- 
ual identity. 

The  three  female  protagonists  conceived  by  women  reject  or  attempt 
to  alter  their  familial  relations  based  on  observations  of  the  female  role 
in  marriage.  Christoph  Hein's  text,  on  the  other  hand,  differs  from  the 
previous  works.  While  Claudia's  awareness  of  double  standards  and  her 
disillusionment  with  marriage  play  a  decisive  role  in  the  action  and  are 
depicted  by  a  female  narrator,  this  novella  centers  on  existential  ques- 
tions which  effect  all  human  beings.  Claudia's  detachment,  loneliness, 
and  aversion  to  responsibility  are  not  based  exclusively  on  her  ex- 
periences as  a  woman,  but  instead,  on  her  inability  to  maintain  human 
relations. 

in.  Body  image 

Several  GDR  authors  have  recently  explored  how  gender  norms  in- 
fluence the  way  women  view  their  potential  reproductive  role  as  mother, 
and  how  these  conventions  help  women  to  shape  their  own  body  im- 
age and  create  an  identity  for  themselves. 

In  Morgner's  work  "Gute  Botschaften,"  as  in  all  the  stories  dealing 
with  sexual  transformations,  the  basic  assumption,  that  sexual  identity 
is  physically  fixed,  is  destroyed.  While  still  a  woman,  Valeska  assens 
that  she  is  not  greatly  influenced  by  stereotypic  ideals  of  feminine 
beauty,  yet  she  betrays  a  preoccupation  with  her  own  body  image  by 


THE  DIVIDED  WOMAN  5 1 

revealing  that  her  dressing  mirror  is  the  most  expensive  piece  of  fur- 
niture in  the  house.  Rudolf's  old  mirror,  in  contrast,  disturbs  her,  for 
it  casts  unflattering  images. 

Covertly,  Valeska  rebels  against  Rudolfs  perception  of  feminine 
beauty  which  is  based  on  a  woman's  acceptance  of  a  subordinate, 
powerless  position.  Valeska  is  viewed  as  complacent  and  passive  when 
confronted  by  double  standards,  "Weshalb  ihr  Ha£  gegen  patriarchal- 
ische  Zustande  von  Rudolf  als  geringfiigig,  also  der  Schonheit  ihrer 
Erscheinung  nicht  zum  Schaden  gereichend  empfunden  wurde"  (GB, 
pp.  29-30).  In  the  body  of  a  man,  which  Valeska  considers  the 
"Schliissel  fiir  privilegiertes  Leben,"  she  becomes  a  mythoclast.  She 
decries  the  unequal  and  unjust  standards  used  to  gauge  male  and 
female  beauty. 

In  contrast  to  Valeska,  Karla  reaffirms  gender  myths.  After  the  sexual 
transformation,  Karla  regards  the  female  body  as  the  basic  measure- 
ment of  a  woman's  value,  "Ich  war  so  weit,  dafi  ich  die  Frage  nach 
meiner  Wirkung  auf  Manner  fiir  eine  nach  meinem  Wert  oder  Unwert 
hielt"  (G,  p.  209).  This  statement  is  unprovoked,  independent  of  peer 
pressure  and,  therefore,  appears  to  be  based  on  the  mere  biological 
change  that  has  taken  place.  As  a  man,  Karl  had  been  objective;  as  a 
woman,  Karla  considers  physical  beauty  to  be  the  primary  criterion  by 
which  women  judge  themselves  and  men.  What  could  be  seen  as  a 
human  trait  is  portrayed  in  this  story  as  a  specific  female  characteristic. 

In  both  Brigitte  Reimann's  and  Christoph  Hein's  works  the  female 
protagonists  are  stanlingly  similar  in  their  attitude  towards  female  sex- 
uality. Both  characters  are  hostile  to  their  biological  functions.  They 
view  their  body  as  a  foreign  power  which  governs  and  threatens  them, 
and  they  consider  pregnancy  a  repulsive  possibility.  When  Franziska 
begins  her  menstruation  she  decries  her  lot  in  life: 

Sie  haben  mich,  dachte  Franziska,  von  panischer  Angst  erfafit.  Sie  fiihlte 
sich  gefangen  und  dem  Kreis  der  Frauen  ausgeliefen,  ihrem  Zyklus,  der 
sie  dem  Mond  unterwarf,  und  dem  Karussel  ihrer  Pflichten,  das  sie 
zwang,  jeden  Morgen  den  tiickischen,  nie  zu  besiegenden  Staub  von  den 
Mobeln  zu  wischen,  jeden  Mittag  fettiges  Geschirr  in  das  heifie 
Spiilwasser  zu  tauchen;  .  .  .  Ein  Gefafi,  dachte  sie,  ich  bin  Gefafi 
geworden.  {FL,  p.  38) 
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Franziska  equates  female  sexuality  with  gender  identity;  she  feels  bound 
to  a  series  of  conventions  that  defines  women  as  both  the  bearers  of 
children  and  anchors  for  the  home. 

Claudia  also  voices  her  distress  at  being  a  woman,  a  being  without 
power  over  her  own  body: 

Ich  fiihlte  mich  von  ihm  [dem  Mann]  benutzt.  Eine  austragende  Amme 
seiner  Embryos.  Ich  hatte  kein  Kind  gewoUt,  und  er  konnte  es  dennoch 
in  mir  entstehen  lassen.  Ich  blieb  ungefragt,  ich  zahlte  nicht,  ich  war 
nicht  beteiligt,  ich  war  das  Objekt.  (D,  p.  77) 

While  Claudia's  reaction  to  pregnancy  appears  similar  to  Franziska's, 
and  attests  to  a  common  experience  among  women,  it  is  a  hollow  echo 
in  comparison.  Claudia  ignores  the  choices  women  have  in  reproduc- 
tion, and  attributes  all  the  power  to  the  man.  This  is  surprising,  since 
the  heavy  usage  of  the  first  person  pronoun  "ich"  seems  to  contradict 
her  message.  The  fact  that  the  author  is  male  contributes  significantly 
to  this  image,  for  the  female  figure  betrays  the  male  fantasy  that  men 
are  sexually  in  control.  While  Claudia's  problem  is  expressed  in  the  con- 
text of  her  sexuality,  her  real  conflict  is  that  she  is  hardened  to  all 
human  warmth  and  contact,  refuses  to  assume  responsibility  for  her 
own  actions,  and  cannot  admit  involvement  in  another  person's  life. 
The  female  body  is  perceived  from  two  viewpoints  in  the  four  texts: 
according  to  male  ideals  of  beauty,  and  regarding  female  physiological 
functions.  Upon  comparing  the  female  images  by  men  and  women 
writers,  it  becomes  apparent  that  the  authors  of  different  sexes  approach 
the  subject  from  opposite  perspectives.  De  Bruyn,  for  instance,  depicts 
a  woman  who  is  so  influenced  by  male  concepts  of  beauty  that  she  in- 
ternalizes them.  In  contrast,  Morgner's  figure  Valeska  completely  re- 
jects male  standards  as  suppressive  conventions.  The  subject  of  female 
physiology  is  also  conceived  differently  by  men  and  women  writers. 
Reimann's  protagonist  Franziska  views  her  bodily  functions  as  linked 
to  her  social  role.  She  fears  her  sexuality  and  potential  pregnancy 
because  they  limit  her  options  in  society.  Hein  presents  the  same  fear 
of  pregnancy,  but  from  the  man's  omnipotent  position.  Claudia's  at- 
titude towards  her  body  is  based  on  a  traditional  male  view. 
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The  literary  figures  discussed  here,  whether  conceived  by  male  or 
female  authors,  all  share  common  experiences  specific  to  women  and 
are  concerned  with  gender-defined  norms  which  affect  their  social  and 
personal  identity.  What  differentiates  these  protagonists  is  their 
awareness  of  the  circumstances  and  their  ability  to  seek  alternative 
lifestyles. 

This  inquiry  demonstrates  that  the  women  writers  have  expressed 
female  experiences  with  great  understanding  and  with  an  acute 
awareness  of  the  social  conventions  which  shape  women's  lives.  Singular 
to  the  women  writers  is  their  ability  to  inspire  hope  for  emancipated 
relations  between  the  sexes.  Reimann's  novel  addresses  the  struggles 
specific  to  women.  Franziska's  decision  to  reject  a  traditional  family  life 
is  based  on  her  perception  of  the  "female"  role.  In  a  world  of  difficult 
choices,  Franziska  chooses  her  career  and  finds  some  happiness  in  the 
present  while  envisioning  a  better  future.  Kirsch  avoids  the  question 
of  sexual  equality  by  having  Katharina  become  Max,  but  she  presents 
a  women's  view  and  a  model  of  cohabitation  based  on  friendship  which 
offers  possibilities  for  future  relations.  Morgner  conceives  a  female  pro- 
tagonist who  has  found  a  way  to  integrate,  to  be  emancipated  in  her 
relations  and,  at  the  same  time,  to  retain  her  own  identity.  But  here 
too,  Valeska  still  needs  the  physique  of  a  man  to  accomplish  these  goals. 

The  male  writers  deal  with  many  of  the  same  topics,  but  their  female 
characters  appear  doomed  to  a  hopelessly  unproductive  life.  Not  only 
has  Claudia  rejected  marriage,  children,  and  true  friendship,  but  there 
is  also  little  chance  that  her  life  will  change  because  her  deepest  con- 
flicts are  not  rooted  in  gender  or  sexual  roles.  De  Bruyn  also  presents 
a  fatalistic  image  of  women  without  providing  constructive  alternatives. 
Karla  falls  back  on  stereotypes.  There  is  little  indication  or  hope  that 
she  could  find  happiness  in  her  new  identity. 

Despite  the  differences  uncovered  here,  the  fact  that  these  women 
characters  try  to  gain  awareness  of  their  social  and  individual  position 
signals  that  contemporary  GDR  authors  are  beginning  to  expose  con- 
tradictions within  their  society  that  continue  to  hinder  true  emancipa- 
tion for  all  human  beings.  It  is  the  reader's  task  to  differentiate  between 
the  social  and  biological  factors  involved  in  the  struggle,  and  to  ques- 
tion how  suitable  these  figures  are  as  models  for  the  future. 
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WAR  BY  OTHER  MEANS: 

GERMAN  WAR  NOVELS  AND  THE  END  OF 

THE  WEIMAR  REPUBLIC 

Stephen  Brockmann 


Much  of  the  most  recent  research  on  the  effects  of  World  War  I  on 
modern  culture  has  tended  correctly  to  view  World  War  I  as  a  turning 
point — an  international  cultural  event  of  such  importance  that  it  per- 
manently changed  the  culture  of  much  of  the  Western  world.  This 
paradigm  perceives  European  culture  in  the  pre-war  period,  for  all  its 
diversity,  as  a  kind  of  continuity  which  was  forever  broken  by  the  events 
of  the  first  modern  international  war. 

According  to  the  World  War  I  paradigm,  the  years  between 
1914-1918  represent  a  period  which  separates  traditional  European 
culture  from  modern  European  culture.  Such  a  paradigm  does  not  insist 
that  post-World  War  I  European  culture  is  a  tabula  rasa  or  a  Nullpunkt 
having  nothing  to  do  with  European  culture  of  the  19th  century;  but 
it  does  contend  that  European  culture  after  1918,  no  matter  how  much 
it  is  part  of  a  larger  European  tradition,  is  nevertheless  markedly  new 
and  different.  The  paradigm  seeks  to  explain  the  rapid  growth  of  such 
cultural  phenomena  as  modernism,  the  avant-garde,  mass  culture,  com- 
munism and  fascism  —  however  these  terms  are  defined — in  the 
disaster  of  World  War  I. 

In  the  field  of  English  literature,  Paul  Fussel's  book  The  Great  War 
and  Modern  Memory  is  the  outstanding  example  of  the  World  War  I 
paradigm.  1  Fussel  convincingly  shows  how  modern  Enghsh — and,  to 
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a  certain  extent,  also  American  —  attitudes  towards  polarization, 
literature,  sex  and  culture  in  general  are  informed  by  the  ethic  and  sen- 
sibility of  World  War  I.  Fussel  makes  use  of  Northrop  Frye's  division 
of  all  cultural  periods  into  three  distinguishing  epochs  and  literary 
"modes"  —  the  high  mimetic,  the  low  mimetic  and  the  ironic — 2  ^q 
identify  the  type  of  mode  which  post- World  War  I  culture  represents. 
According  to  Frye,  the  hero  is  superior  to  ordinary  human  beings  in 
the  "high  mimetic"  mode  of  tragedy  and  epic,  equal  to  others  in  the 
"low  mimetic"  mode  of  comedy  and  realism,  and  inferior  in  the 
"ironic"  mode  of  irony  and  satire.  Fussel  thus  classifies  World  War  I 
as  the  "knife-edge  between"  the  low  mimetic  and  ironic  modes.  The 
dominant  characteristic  of  post- World  War  I  culture  is  thus  seen  to  be 
irony.  Fussel  does  not  hesitate  to  apply  his  paradigm  to  all  of  culture, 
refusing  to  limit  it  simply  to  participants  in  the  actual  fighting  of  World 
War  I.  Hence,  for  Fussel,  Joyce,  Hemingway  and  Kafka  are  just  as  much 
products  of  the  collective  European  experience  of  World  War  I  as  are 
Sigfried  Sassoon  and  Wilfred  Owen. 

The  chief  difficulty  with  the  World  War  I  paradigm  in  Germany — 
and  no  doubt  elsewhere — is  that,  while  it  gives  a  convincing  explana- 
tion for  modernism,  it  fails  to  devote  sufficient  attention  to  the 
simultaneous  cultural  and  political  movements  that  opposed  modern- 
ism. Though  Fussel  writes  that  "war  itself  ...  is  a  profoundly  conser- 
vative activity,"'  and  though  he  mentions  the  possibility  that  within 
Northrop  Frye's  categories  the  emergence  of  the  ironic  mode  can  be  ac- 
companied by  a  simultaneous  circular  movement  back  to  the  early 
stages  of  high  mimesis,  with  an  emphasis  on  the  demonic,  the  super- 
natural and  the  heroic,  he  fails  to  develop  these  hints  into  a  systematic 
analysis  of  the  emergence  of  anti-modernism  within  the  modernist  con- 
text. Such  an  omission  may  seem  justified  in  view  of  subsequent  English 
history,  but  in  the  German-speaking  world  it  is  less  than  satisfactory."* 

The  prevailing  treatment  of  post- World  War  I  German  literature, 
in  line  with  the  World  War  I  paradigm,  has  focused  on  the  progressive 
movements  in  literature  and  art  during  and  after  World  War  I.  This 
has  been  true  for  a  surprisingly  long  time.  The  1928/1929  edition  of 
Merker-Stammler's  Reallexikon  der  deutschen  Literaturgeschichte  iden- 
tifies the  progressive,  even  pacifist  tendencies  of  post-war  literature  as 
predominant:  "Die  Dichtung  der  letzten  Kriegszeit  und  derjahre  un- 
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mittelbar  nach  dem  Umsturz  lafit  den  vaterlandischen  Gedanken 
zuriicktreten  oder  bekampft  ihn  als  Hindernis  des  Weltfriedens  und 
der  Menschheitsverbriiderung."^  As  for  any  potential  changes  in  this 
progressive  tendency: 

Die  Enttauschung  der  auf  die  Neuordnung  der  Verhaltnisse  gesetzten 
Hoffnungen  hat  seither  einen  merklichen  Umschwung  der  Stimmung 
hervorgerufen  und  den  vaterlandischen  Gedanken  unverkennbar  wieder 
gestarkt.  Einen  wesentlichen  Einflufi  auf  die  Dichtung  der  letztenjahre 
hat  er  indes  vorlaufig  nicht  ausgeiibt.^ 

This  piece  was  published  ten  years  after  the  end  of  the  war  and  is  in 
ironic  agreement  with  the  1931  review  of  Hans  Zoberlein's  memoir  Der 
Glaube  an  Deutschland  by }.  Berchtold  in  Der  Volkische  Beohachter,'' 
the  Munich  organ  of  the  National  Socialist  German  Workers  Party: 

Erst  zehn  Jahre  sparer,  nachdem  die  Kanonen  und  Gewehre  verstummt 
waren,  begann  der  Soldat  des  Weltkrieges  vom  Krieg  und  seinen  Taten 
zu  erzahlen.  Viele  Tausend  Bande  schildern  und  behandeln  das 
gewaltigste  geschichtliche  Ereignis  seit  vielen  Jahren.  Und  dennoch: 
Wenn  wir  Soldaten  des  Weltkrieges  darin  blattern,  wir  finden  nur  ganz 
selten  uns  wieder,  wie  wir  lebten  und  kampften,  fluchten 
und  .  .  .  lachten  und  sprachen,  marschierten  und  hofften.  Viel  guter 
Wille  bei  den  einen,  Geschaftssinn  bei  den  anderen.  Das  Buch  des 
unbesiegten  deutschen  Soldaten  aber  fehlte.^ 

Both  writers  are  in  agreement  that  something  was  missing  in  war 
literature  of  the  immediate  post-war  period,  and  that  since  then  a 
"merklicher  Umschwung"  has  occurred.  But  the  1928/1929  Merker- 
Stammler  sees  this  "Umschwung"  as  ineffective,  at  least  for  the  time 
being,  while  the  1931  Volkischer  Beobachter  stts  the  "Umschwung" 
as  the  beginning  of  a  qualitatively  different  kind  of  literature,  a 
literature  in  which  the  real  soldiers  of  the  First  World  War  begin  for 
the  first  time  to  tell  the  true  story  of  their  experiences:  "the  book  of 
the  undefeated  German  soldier. 

Nevertheless,  as  recently  as  1981,  Daryl  Lee  Gustafson,  in  his  analysis 
of  German  war  novels  between  1928  and  1932,  identifies  the  pro- 
gressive anti-war  tendencies  not  only  as  predominant  but  as  almost 
without  competition:  "The  novels  are  found  to  be  anti-idealistic,  but 
vary  from  Remarque's  work,  which  shows  the  influence  of  Arthur 
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Schopenhauer's  philosophy,  to  Scharrer's  novel,  which  displays  a  radical 
left-wing  Marxist  viewpoint. "^  Gustafson,  following  the  World  War 
I  paradigm,  examines  the  German  war  novel  in  the  light  of  "Neue 
Sachlichkeit,"  and  identifies  an  idealistic  pre-war  tradition  and  the 
post-war  rebellion  against  that  tradition;  but  he  fails  to  identify  the 
reaction  to  that  rebellion,  and  thus  his  analysis  concentrates  on  such 
figures  as  Erich  Maria  Remarque  (author  oilm  Westen  nichts  Neues) 
and  Adam  Scharrer  (author  of  Vaterlandslose  Gesellen).  Gustafson 's 
failure  to  discuss  such  other  figures  as  Hans  Zoberlein  and  Franz 
Schauwecker — not  to  mention  Adolf  Hitler,  whose  own  memoir,  Mein 
Kampf,  had  been  published  earlier — is  particularly  ironic  in  light  of 
the  fact  that  the  title  of  Scharrer's  "radical  left-wing  Marxist"  novel, 
Vaterlandslose  Gesellen,  taken  originally  from  an  epithet  used  by  Kaiser 
Wilhelm  II,  was  later  to  become  a  designation  for  those  in  disagree- 
ment with  the  Nazi  party,  and  was  used  by  Hitler  almost  mockingly 
in  his  1931  introduction  to  Zoberlein's  Der  Glaube  an  Deutschland: 

Man  hort  das  Herz  der  Front  schlagen,  den  Quell  jener  Kraft,  die  unsere 
unverganglichen  Siege  schuf.  Und  ungewoUt  greift  die  soziale  Frage  ins 
Geschehen  ein,  das  Denken  der  "vaterlandslosen  Gesellen. "^° 

So  strong  has  been  the  tendency  to  view  post-war  German  literature 
in  predominantly  progressive  terms  that  the  reader  wishing  to  find  in- 
formation about  Franz  Schauwecker  or  Hans  Zoberlein  will  search  in 
vain  for  information  on  them  in  post-Nazi  encyclopedias  and  literary 
histories.  Both  authors  enjoy  a  place  in  Meyer's  Lexikon  during  the  Nazi 
period,  but  afterwards  they  vanish  from  view.  The  two  authors  are 
utterly  isolated  from  the  main  directions  of  post-World  War  II  West 
German  literary  research.  In  1929  it  was  still  possible  to  find  an  article 
on  "vaterlandische  Literatur"  in  Merker-Stammler's  Lexikon;  today  the 
subject  has  been  dropped  completely. 

That  this  tendency  does  in  fact  exist,  and  that  post- 1933  German 
literature  did  not  spring  out  of  a  vacuum,  should  be  made  evident  by 
a  brief  analysis  of  Franz  Schauwecker's  1930  novel  Aufbruch  der  Na- 
tion and  Hans  Zoberlein's  1931  memoir /novel  Der  Glaube  an 
Deutschland.  Such  a  limited  study  can  by  no  means  exhaust  the  vast, 
surprisingly  unexplored  area  of  pre-fascist  German  literature,  but  it  can 
at  least  indicate  possible  directions  for  further  study.  The  selection  of 
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these  two  works  among  the  many  that  could  have  been  used  should 
thus  be  seen  as  a  more  or  less  random  test,  directed  only  insofar  as  the 
two  novels  may  serve  to  indicate  some  of  the  problems  inherent  in  try- 
ing to  draw  the  fine  line  between  the  various  forms  of  German  na- 
tionalism and  outright  Nazism. 

Franz  Schauwecker,  born  in  Hamburg  in  1890,  was  the  son  of  a 
customs  inspector.  He  studied  in  Munich,  Berlin,  and  Gottingen  before 
going  off  to  fight  in  the  First  World  War  and  spent  much  of  the  next 
twenty  years  writing  about  his  experiences  in  that  war.  His  first  books 
about  the  war  appeared  as  early  as  1919,  and  he  was  active  throughout 
the  Twenties  as  an  author  and  journalist  in  Berlin.  The  novel  Aufbruch 
der  Nation  represented  the  literary  high  point  of  his  career.  After  1933 
he  became  slightly  less  active,  though  he  continued  to  publish  books 
and  articles  at  a  rate  which  for  other  authors  would  have  been  prolific, 
and  which  appears  slow  only  in  comparison  to  Schauwecker 's  enormous 
productivity  in  the  1920's.  Among  the  books  published  after  1933  were 
a  book  of  poetry,  several  novels,  and  a  book  called  Thecumseh,  die 
Erhebung  der  Prairie,  which  Waldemar  Oehlke's  1942  Deutsche 
Literatur  der  Gegenwart  states  "ist  mehr  als  nur  ein  Indianerroman. 
Die  Idealisierung  dieses  mythisch  erfa]Bten  Fiihrers  der  roten  Rasse  gegen 
fremde  Angreifer  hat  heimisch-volkische  Bedeutung."^*  Franz 
Schauwecker  was  thus  not  part  of  what  Gottfried  Benn  liked  to  call  the 
"innere  Emmigration. ' '  Though  he  never  played  a  major  role  in  Nazi 
politics,  he  managed  to  live  comfortably  with  the  NS  regime.  After 
1945  he  disappeared  from  sight,  stopped  publishing,  and  lived  in  utter 
silence.  Subsequent  editions  of  literary  encyclopedias  have  nothing  to 
say  about  him.  His  death  in  Giinzburg  in  1964  went  unreported,  and 
since  1945  there  has  been  no  secondary  literature  on  him.  A  biography 
by  Oswald  Claassen  entitled  Franz  Schauwecker:  Ein  Leben  fUr  die  Na- 
tion was  released  by  the  right-wing  Frundsberg  publishing  house  in 
1933,  the  year  Hitler  came  to  power. '^ 

Hans  Zoberlein's  personal  biography  is  significantly  different.  Born 
in  Nuremberg  in  1895  and  the  son  of  a  shoemaker,  he  never  went  to 
a  university.  He  entered  the  war  in  1916  and  subsequently  became  what 
Oehlke  calls  "an  early  fellow  warrior  of  Adolf  Hitler.  "'^  j  have  been 
unable  to  discover  whether  Zoberlein  took  part  in  the  1923  beer  hall 
putsch,  but  it  is  certain  that  throughout  the  1920's  he  was  an  active 


60  NEW  GERMAN  REVIEW 

member  of  the  Nazi  party.  As  already  noted,  Hitler  wrote  the  introduc- 
tion to  Zoberlein's  1931  memoir,  which  was  highly  praised  by  Der 
Volkische  Beobachter.  By  1942  Zoberlein  was  an  elder  of  the  city  of 
Munich  and  a  high  official  and  brigade  leader  in  the  SA.  Writing  was 
clearly  not  Zoberlein's  chief  interest,  and  Der  Glaube  an  Deutschland 
remained  his  major  literary  accomplishment.  In  1937  appeared  Der 
Befehl  des  Gewissens.  Ein  Roman  von  den  Wirren  derNachkriegszeit 
und der  ersten  Erhebungen,^^  which  picked  up  where  Der  Glaube  an 
Deutschland  \i2id  left  off.  In  1948  Zoberlein  was  sentenced  to  death 
three  times  by  a  German  court  for  the  murder  of  fifteen  citizens  in  the 
town  of  Penzberg.  Whether  or  not  Zoberlein  was  actually  executed  as 
a  result  of  these  sentences,  it  appears  that  he  did  indeed  die  sometime 
during  this  period.  Kurschner's  Nekrolog  lists  him  simply  as  having 
died  sometime  after  1942.  His  death,  like  Schauwecker's,  went 
unreported  in  German  newspapers. 

The  two  works  Aufbruch  der  Nation  and  Der  Glaube  an  Deutschland 
reflect  both  the  differences  and  the  similarities  of  the  two  authors. 
Schauwecker's  book  has  a  coherent  plot  and  direction,  while  Zoberlein's 
is  simply  a  recounting  of  battle  after  battle  from  Verdun  to  the  end  of 
the  war.  Schauwecker's  message,  which  is  spoken  by  the  chief  character 
at  the  end  of  the  book,  serves  also  as  an  epigram:  "Wir  mul^ten  den 
Krieg  verlieren  um  die  Nation  zu  gewinnen.''^'  In  order  to  understand 
what  Schauwecker  means  by  this  phrase,  it  is  important  to  note  that 
such  a  phrase  could  not  possibly  come  from  the  mouth  of  a  true  Nazi. 
According  to  Nazi  political  mythology,  Germany  did  not  have  to  lose 
the  war  at  all;  the  loss  of  the  war  was  rather  the  result  of  betrayal  on  the 
home  front,  the  so-called  "Dolchstofitheorie"  or  "knife-in-the-back 
theory."  Nevertheless,  the  knife-in-the-back  theory,  while  denying  that 
the  war  had  to  be  lost,  bears  remarkable  similarity  to  the  second  part 
of  Schauwecker's  sentence:  "um  die  Nation  zu  gewinnen."  Thus 
Zoberlein  brings  his  book  to  a  close  with  the  words: 


Der  Krieg  ist  aus. 

Der  Kampf  um  Deutschland  geht  weiter! 

Freiwillige  vor  die  Front! 

—  Denn  —  wir  miissen  ja  das  Licht  in  die  dunkle  Welt  tragen- 
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What  Zoberlein  calls  the  "Kampf  um  Deutschland,"  and  what 
Schauwecker  calls  the  struggle  in  which  the  nation  will  be  won,  typify 
the  central  contention  of  both  books  and  indeed  of  all  right-wing  World 
War  I  literature  written  in  the  last  years  of  the  Weimar  Republic:  that 
"der  Frieden"  (for  Zoberlein  puts  peace  in  quotation  marks)  is  in  fact 
merely  a  continuation  of  the  struggle  of  the  war  itself.  As  Albrecht,  the 
hero  oi  Aufbruch  der  Nation ,  puts  it,  turning  Clausewitz  upside  down, 
"...  dieser  Friede  ist  die  Fortsetzung  des  Krieges  mit  anderen  Mit- 
teln.  Jeder  geht  an  seine  eigene  Front. "^^  The  front  line  terminology 
of  Zoberlein  and  Schauwecker  is  the  same.  What  differs  is  the  concep- 
tion of  the  front.  Zoberlein 's  front  is  a  monolith  of  unified  action: 
"Freiwillige  an  die  Front,"  where  the  front  is  clearly  singular. 
Schauwecker's  front  is  individualized:  "Jeder  ...  an  seine 
eigene.  .  .  .  " ^^  For  Schauwecker  there  are  as  many  fronts  as  there  are 
soldiers. 

It  is  certainly  not  a  coincidence  that  this  terminology  reminds  one 
of  Fussel's  dictum  that  even  after  it  was  over,  the  war  continued  to  be 
fought  psychologically  and  culturally. '^  gut  Zoberlein's  and 
Schauwecker's  conceptions  of  the  continuing  war  are  a  good  deal  more 
specific  than  Fussel's  general  category  of  neverending  cultural  war,  and 
moreover,  they  are  informed  not  by  the  pessimism  and  irony  of  an  un- 
winnable  cause,  but  by  an  almost  perfect  confidence  that  within  this 
continuing  war  they  and  the  forces  which  represent  them  not  only  can 
but  will  triumph.  As  a  review  in  Die  Tat  oi  Aufbruch  der  Nation  stated: 

In  diesen  vier  Jahren  aber  ist  das  Gefiihl  geboren  worden,  das  wir  heute, 
ob  Frontsoldat  oder  nicht  Front,  alle  in  uns  herumtragen,  das  heute 
unter  Schutt  und  Asche  glimmt  und  auf  seine  Stunde  wartet.  Und  diese 
Stunde  ist  nahe!  .  .  .  Dieses  Buch  ist  ein  Dokument.  Es  zeigt,  wo  der 
Grundstein  zu  einem  neuen  Deutschland  gelegt  wurde.^" 

That  the  newly- born  feeling  is  not  one  of  ironic  modernism  is  evident. 
Such  words  appear  almost  prescient  in  light  of  subsequent  history. 
And  yet  neither  Die  Tat  nor  Schauwecker  meant  the  same  thing  that 
Berchtold  meant  in  his  1931  review  oi  Der  Glaube  an  Deutschland: 
"Da  mufite  ja  jener  erdverbundene  Sozialismus  entstehen  und  sich 
festsetzen  in  uns  und  ein  Teil  werden  unseres  eigenen  Ich.  Und  das  ist 
das  Vermdchtnis  der  Front,  das  Hans  Zoberlein  niedergelegt  hat.'"^^ 
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The  writer  is  right:  Nazism  is  indeed  Hans  Zoberlein's  idea  of  the  in- 
heritance of  the  front.  But  Die  Tat  and  Schauwecker  have  other  ideas 
of  what  the  ultimate  inheritance  will  prove  to  be.  Die  Tat  makes  a  not- 
so-veiled  reference  to  the  Nazis  and  their  war  books  in  its  discussion 
of  war  Hterature:  "...  es  gibt  Kriegsbiicher,  die  geheime  Wiinsche 
der  Rassen  und  Massen  entlarven,  Kriegs-Zerrbiicher  mit  rechtfer- 
tigenden  dammrig-schlummernder  Sadisten-Vaterlanderei.^^  Such  a 
description  may  well  be  accurate  for  Zoberlein's  book,  which  con- 
tinually displays  the  pleasure  which  the  chief  character,  Hans,  gets  in 
attacking  and  killing  the  enemies  of  the  fatherland.  But  this  pleasure 
in  killing  is  entirely  lacking  in  Schauwecker 's  book,  whose  chief 
character,  Albrecht,  is  an  introspective  young  student-soldier  with  no 
use  for  a  leader,  for  orders,  or  for  commands,  and  with  an  intellectual's 
distinct  penchant  for  ambiguities: 

Jetzt  fangen  wir  an  zu  merken,  wie  schwierig  die  Dinge  sind  .  .  .  Bisher 
haben  wir  an  der  Front  immer  gehorcht.  Wir  kamen  in  bestehende 
Stellungen  oder  die  Stellung  wurde  uns  ganz  genau  gezeigt,  wir  wurden 
hingeftihrt:  bitte,  das  ist  Ihr  Abschnitt,  Herr  Leutnant,  Herr  Major,  Herr 
General.  Und  so  weiter!  Es  war  alles  Befehl,  Kommando.  Man  brauchte 
nicht  nachzudenken.  Immer  taten  es  andere  fiir  uns  .  .  .  Pflicht!  das  war 
das  Hauptwort  .  .  .  aber  .  .  .  Pflicht  ist  eine  Unterordriung,  eine  Sache 
der  Masse,  des  Heers,  der  Beamten,  der  Behorden.  Pflicht  entscheidet 
sich  nicht  selbst,  sondern  sie  wird  entschieden.^' 

Albrecht 's  idea  of  a  new  order  starts  with  the  individual  conscience  in- 
formed by  the  higher  unity  of  the  nation:  ; 

.  .  .  es  geht  um  die  Schaffiing  einer  neuen  Pflicht.  Und  diese  neue 
Pflicht — wenn  wir  die  nicht  aus  uns  herausstellen  konnen,  wenn  wir  sie 
nicht  erzeugen  konnen,  dann  erst  haben  wir  den  Krieg  wirklich  verloren. 
Dann  erst!  Aber  nicht  einen  Augenblick  friiher!  Diejenigen,  die  sich 
darum  bemiihen,  die  miissen  aus  ihrem  Gewissen  handeln.  Das 
Gewissen!  Das  ist  das  Wort,  das  heute  leuchtet.  Pflicht — das  soil  erst 
danach  kommen.^^ 

Hans'  ideas  in  Der  Glaube  an  Deutschland 2it  quite  different.  While 
Hans  too  believes  in  the  preeminence  of  a  nation  which  gives  mean- 
ing to  individuals,  his  emphasis  is  much  more  on  the  collective  than 
on  the  individual.  In  his  wanderings  around  a  decadent  post-war 
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Munich  ruled  by  evil  socialists  and  bourgeois  moneymakers,  he  turns 
his  thoughts  to  a  future  which  is  bound  to  be  better  because  it  will  be 
guided  by  the  dominant  spirit  of  a  leader:  "Ein  Fiihrer  wenn  rufen 
wiirde!  Einer  nur!"^^ 

Several  themes  and  motifs  are  common  to  both  works.  Both  take  for 
granted  that  it  is  the  war  generation,  the  generation  of  soldiers  who 
fought  at  the  front,  who  will  change  German  politics  for  the  better. 
Both  share  a  dim  view  of  the  events  that  immediately  follow  the  war, 
and  the  central  political  message  of  both  books  always  presents  itself 
particularly  strongly  within  the  context  of  a  homecoming  scene:  the 
brave  returning  soldier  and  his  comrades  discover  that  the  Germany 
they  fought  for  is  riddled  with  chaos,  materialism,  socialism  and  the 
profit  motive,  and  they  are  filled  with  the  quiet  confidence  that  it  is 
they  who,  given  time,  will  save  Germany  from  the  evils  which  beset 
it  and,  through  the  power  of  belief  and  sacrifice,  will  recreate  a  coun- 
try that  is  at  once  egalitarian  and  discriminating,  at  once  forward- 
looking  and  mindful  of  the  great  truths  of  nation  and  spirit  which  are 
forever  immutable.  The  social  structure  of  the  front,  at  once  hierarchical 
and  egalitarian,  is  seen  as  a  prototype  for  the  new  society:  here  innate 
worth,  not  social  status  or  chance  of  birth,  determine  the  level  to  which 
a  man — for  women  are  ignored  —  can  rise  or  fall.  In  both  books  the 
pre-war  world  is  portrayed  as  devoid  of  all  values  and  lost  in  a  miasma 
of  meaninglessness  and  materialism.  The  experiences  of  the  front  then 
enable  the  chief  characters  to  oppose  the  two  societies — that  of  the 
front  and  that  of  home — and  put  forth  a  new  vision  of  society  renewed 
with  the  spirit  and  practice  of  the  front.  It  is  thus  true  of  both  books 
that,  while  ostensibly  dealing  with  a  soldier's  experiences  in  World 
War  I,  their  actual  message  deals  with  German  society  itself.  As  the 
review  for  Die  Tat  put  it,  "Dieses  Buch  handelt  von  der  Front,  aber 
es  spricht  im  Grunde  nur  von  Deutschland."^^ 

Other  elements  highlight  the  similarities  between  the  two  books 
further.  Both  books  manage  to  criticize  the  home  front  even  during  the 
war  through  such  techniques  as  visits  home,  where  the  protagonist  ex- 
periences the  greed  and  insensitivity  of  those  who  are  profitting  from 
the  misfortunes  of  the  fatherland  or — even  more  effective — through 
letters  from  back  home  that  are  received  at  the  front  in  the  midst  of 
heavy  fighting  and  that  ironically  comment  on  the  contrasts  between 
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home  and  front.  Towards  the  end  of  the  war  the  appearance  of  "red' ' 
soldiers  and  revolutionary  agitators  becomes  an  important  part  of  the 
critique  of  the  situation  in  Germany.  Both  books  present  stereotypical 
images  of  enemy  soldiers  —  including  Senegalese  soldiers  fighting  for 
France — and  nationalities,  and  tend  to  sprinkle  French  words  into 
dialogue  and  description  at  critical  moments  as  a  way  of  showing  that 
the  French  are  indeed  a  different,  less  admirable  people.  As  Hans 
reflects,  "Das  war  ein  wesentlich  anderes  Volk  als  wir."^^  One  of  his 
comrades  ("einer  von  uns")  exclaims  in  the  rich  Bavarian  that  fills  the 
book:  "San  dos  Geckermacher! "  The  soldiers  in  Aufbruch  der  Nation 
tend  to  express  their  nationalistic  sentiments  in  North  German  dialects, 
but  the  principle  is  the  same:  "we"  is  a  radically  different  concept  from 
"them,"  not  only  in  politics  and  upbringing  but  in  the  basic  root 
elements  that  make  a  people,  a  Volk.  Both  novels  shift  freely  from  the 
first  person  singular  to  the  first  person  plural  as  if  to  illustrate  this  point 
even  on  the  grammatical  level. ^^ 

Schauwecker  turns  the  use  of  the  first  person  plural  into  a  guiding 
stylistic  principle:  the  entire  first  portion  oi  Aufbruch  der  Nation  is 
written  with  ' ' wir, ' '  and  Albrecht  emerges  as  a  figure  and  a  name  only 
gradually,  as  if  he  were  only  a  pro  forma  response  on  the  author's  part 
to  the  convention  of  having  an  individual  central  character.  Such  a 
stylistic  slant  may  seem  to  contradict  the  individualism  of  Schauwecker's 
nationalist  message,  but  only  from  the  point  of  view  of  a  philosophy 
that  makes  a  distinction  between  the  nation  and  the  individual. 
Schauwecker  makes  no  such  distinction.  The  figure  of  Albrecht  is 
presented  as  "our"  career;  he  represents  a  whole  group  of  people 
("us")  who  are  to  be  the  leaders  of  the  future:  the  front  soldiers  of 
1914-1918: 

Und  dann  wurden  wir  siebzehn  und  dann  warden  wir  zwanzig  Jahre  alt. 
Da  wurden  wir  zuweilen  unruhig,  nur  manchmal  und  nur  fiir 
Minuten  ...  So  begann  die  grofie  Enttauschung.  Und  eines  Abends, 
als  wir  weder  lesen  noch  arbeiten  noch  spazieren  noch  plaudern  noch 
tanzen  noch  saufen  mochten — da  entdeckten  wir  mit  einem  Male,  dafi 
alle  unsere  Traume  und  Hoffnungen  und  Wiinsche  von  Ruhm  und 
Taten,  Grofie  und  Wirkung  nichts  seien  und  aller  Wahrscheinlichkeit 
nach  auch  nichts  werden  wurden. ^9 
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The  war  changes  this  situation,  and  the  novel's  epic  "we"  rushes  in- 
to battle  with  all  the  fury  and  vigor  of  youth  eager  to  escape  the 
boredom  and  nothingness  of  bourgeois  society.  Even  the  war  leaves  the 
epic  "we"  unsatisfied,  not  because  of  any  pacifist  sentiments,  but 
because  what  "we"  see  as  the  revolution  in  "our"  life  brought  about 
by  the  war  has  failed  to  take  hold  of  and  transform  the  decrepit  society 
at  home.  In  Der  Glaube  an  DeutschLand  Hans,  though  not  a  student, 
feels  much  the  same  way.^° 

Both  novels  reach  their  conclusion  shortly  after  the  cease-fire  declara- 
tion of  November  11,  1918.  The  chief  character,  now  back  home  and 
wondering  what  to  do  with  the  rest  of  his  life,  waits  and  works  for  the 
great  change  that  is  sure  to  come.  Robert  Wohl  has  recognized  as  a 
major  tendency  of  post-war  front  novels  the  anticipation  of  a  social 
revolution  brought  about  by  front  soldiers,  but  Wohl  treats  the  Nazi 
accession  to  power  in  1933  as  the  ultimate  failure  of  these  hopes. ^^  The 
opposite  is  more  properly  the  case.  Despite  their  differences,  it  is  hard 
to  escape  the  conclusion  that  the  kind  of  country  both  Schauwecker  and 
Zoberlein  felt  they  were  paving  the  way  for  was  a  National  Socialist  one. 
With  Zoberlein  this  is  obvious  simply  from  biographical  data. 
Schauwecker 's  Albrecht  is  more  cultured,  more  intelligent  and  more 
humane  than  Zoberlein's  Hans.  He  is  also  more  genuinely  critical,  not 
only  of  the  Weimar  Republic,  but  of  the  imperial  Germany  which 
preceded  it.  These  anti-capitalist  elements  are  lacking  in  Hans,  who 
simply  likes  to  beat  up  on  "Reds."  But  it  is  important  to  remember 
that  the  figure  of  Hans  is  not  the  only  type  permissable  in  a  National 
Socialist  Germany.  National  Socialist  Germany  was  to  have  room  also 
for  such  figures  as  Albrecht,  who  were  to  lend  it  a  legitimacy  that  thugs 
alone  could  never  have  achieved.  The  vaguely  spiritual,  but  genuinely 
anti-capitalist  nationalism  of  Schauwecker  points  in  the  direction  of 
what  was  to  come  and  depicts  the  decay  and  filth  of  Weimar  Germany 
with  just  as  much  detestation  as  Zoberlein's  sado-nationalism.  Albrecht 
notes: 

Eines  ist  sicher:  wir  miissen  jetzt  ganz  von  vorne  anfangen.  Wir  miissen 
erst  einmal  viel  verlernen,  um  dann  unbefangen  lernen  zu  konnen.  Wir 
sind  ja  noch  zu  befangen  in  Dingen,  die  langst  erledigt  sind.  Die  einen 


dd  NEW  GERMAN  REVIEW 

stecken  noch  in  patriotischen  Phrasen,  die  anderen  in  ideologisch- 
marxistischen  Vorstellungen,  die  dritten  in  bloden  Kastenvomrteiien, 
die  vierten  in  einem  voilig  ausgehohlten  Pflichtgefuhl,  die  fiinften  in 
Geld  und  Ruhe,  Ruhe,  Ruhe.  Das  ist  beinahe  das  schlimmste,  die  Ruhe, 
die  erste  Biirgerpflicht.  Sie  sind  allesamt  reaktionar,  die  Burger,  die 
Arbeiter — alie!  Die  einen  bemfen  sich  auf  eine  bestimmte  Dynastie  und 
die  anderen  auf  Marx.'^ 

In  contrast  to  the  "reactionary"  bourgeoisie,  Albrecht  sees  himself 
as  revolutionary  in  a  new  way.  To  identify  his  brand  of  revolution 
merely  as  right-wing  is  to  ignore  the  elements  of  genuine  critique  in 
his  book.  Nevenheless,  the  peace  and  quiet  that  Albrecht  despised  so 
much  were  soon  to  come  to  an  end.  While  it  is  perhaps  unkind  to  think 
of  Schauwecker's  ideas  as  Nazi,  it  is  true  that  his  brand  of  emotional 
nationalism  was  an  important  factor  in  the  decay  of  the  Weimar 
Republic  and  the  birth  of  the  Third  Reich.  National  Socialism  was  in 
no  way  the  spirit  of  all  national  war  novels  written  in  Germany  in  the 
twilight  period  of  the  late  1920s  and  early  1930s,  but  it  was  the  telos 
of  such  novels — a  telos  mixed  with  rage  at  defeat  and  perceived  betrayal 
from  at  home  and  abroad,  and  an  insistence  that  the  real  war — the  war 
at  home  —  had  not  been  lost.  National  Socialism  spoke  to  such  feel- 
ings more  profoundly  than  liberalism,  socialism  or  communism. 
Nazism  was  the  ultimiate  triumph  of  Germany's  war  generation. 
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Hans.  Albrecht  goes  so  far  as  to  support  a  physical  insult  to  the  officers  of  the  staff,  pp.  339-41. 

^'  Zoberlein,  p.  22.  The  French  are  seen  not  only  as  silly  but  also  as  unmanly  and  cowardly, 
wining  pitifully  in  effeminate  accents  when  they  are  captured  by  the  manly  Germans. 

^*  For  the  letter  home,  see  Zoberlein,  pp.  328-32  and  Schauwecker,  pp.  170-72.  For  beastly 
black  soldiers,  see  Zoberlein,  pp.  653-55.  For  Americans  —  who  are  seen  as  naive,  athletic  and 
good-looking  —  see  Schauwecker,  p.  325.  , 

^9  Schauwecker,  pp.  8-10. 

50  Zoberlein,  pp.  884-88. 

"Roben  Wohl,  The  Generation  of  1914  (Cambridge,  Massachusetts:  Harvard  University  Press, 
1979),  p.  72. 

'^  Schauwecker,  p.  400. 


PH.D.  DISSERTATIONS  IN  THE  DEPARTMENT 

OF  GERMANIC  LANGUAGES  AT  UCLA 

(1975-1985) 

Frauke  von  der  Horst 


The  library  of  the  Department  of  Germanic  Languages  holds  most 
of  the  dissertations  written  in  the  fields  of  literature,  linguistics,  and 
folklore  of  the  Germanic  languages.  These  dissertations  are  available 
on  interlibrary  loan.  The  following  summaries  are  based  on  the  abstracts 
of  dissertations  completed  within  the  last  ten  years  and  offer  informa- 
tion on  the  topics,  methods,  and  results. 

Folklore 

Talley,  Jeannine  Elizabeth.  The  Blacksmith:  A  Study  in  Technology, 
Myth  and  Folklore .  \911 .  Professor  Donald  Ward,  Chairperson. 

Historical  and  pseudohistorical  materials,  including  Near  Eastern  and 
Indo-European  myths,  but  with  an  emphasis  on  Germanic  sources,  pro- 
vide information  on  the  role  of  the  blacksmith  within  the  social  struc- 
ture and  the  cultural  matrix  of  Indo-European  society. 

Tally,  Frances  Maybell  Cattermole.  From  the  Mystery  of  Conception 
to  the  Miracle  of  Birth:  An  Historical  Survey  of  Beliefs  and  Rituals  Sur- 
rounding the  Pregnant  Woman  in  Germanic  Folk  Tradition,  Including 
Modem  American  Folklore.  1978.  Professor  Wayland  D.  Hand, 
Chairperson. 


69 


70  NEW  GERMAN  REVIEW 

This  Study  surveys  and  analyzes  the  continuum  of  belief  and  ritual 
surrounding  the  pregnant  woman  from  the  time  of  conception  to  birth. 
Beliefs  and  customs  from  Germanic  tradition  are  viewed  along  with 
their  prevalence  in  Germanic  countries  and  the  United  States  today. 
The  changing  notions  of  children  are  assessed,  as  is  the  role  of  the 
father.  The  pregnant  woman  is  seen  as  a  representation  of  the  fertility 
goddess  with  power  over  life  and  death. 

Linguistics 

Wolf,  Harriet  Betsie.  The  Semantics  of  Tense  in  Modem  German. 
1978.  Professor  Terence  H.  Wilbur,  Chairperson. 

Based  on  the  principles  that  language  as  a  means  of  communication 
should  have  structure  built  on  signals  and  meanings,  and  that  it  should 
reflect  human  intelligence  and  behavior,  this  study  postulates  that 
signal-meaning  complexes  are  employed  to  solve  communicative  prob- 
lems and  to  draw  inferences  from  combinations  of  meanings  in  a 
message.  Within  the  domain  of  time,  the  study  shows  that  the  com- 
municative orientation  to  linguistic  analysis  can  explain  what  actually 
occurs  in  language,  and  demonstrates  that  the  distribution  of  forms  is 
non-random  and  motivated  by  meaning. 

Braverman,  Sigrun  Hofer.  The  City  Dialect  of  Salzburg:  A  Defini- 
tion of  Dialect  in  Its  Social  Reality .  1982.  Professor  Terence  H.  Wilbur, 
Chairperson. 

An  empirical  study  in  1979  of  forty-five  informants  surveyed  the  at- 
titude of  native  speakers  toward  dialect  use,  and  explored  the  reasons 
for  present  conservative  Salzburg  dialect  features.  It  uncovered  evidence 
for  modernization,  or  language  change  brought  about  by  social  change. 
One  questionnaire  referred  to  attitudes  about  dialect  and  provided 
sociological  information,  the  other  focused  on  five  linguistic  variables. 

Literature 

Huala,  Waldemar.  Die  Romanejohann  Riemers:  Vergleichende  Stu- 
dien  zum  politischen  Roman  seiner  Zeit.  1975.  Professor  Hans 
Wagener,  Chairperson. 
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A  comparison  of  novels  byjohann  Riemer  (1648-1714)  with  those 
of  Christian  Weise  and  andjohann  Beer  through  analysis  of  formal  and 
stylistic  aspects,  this  study  shows  that  in  form,  style  and  content,  Riemer 
created  political  novels  which  were  unique  to  him  in  all  three  aspects. 

Stewart,  Walter  K.  Time  in  Goethe's  Sturm  und Drang  Dramas. 
1975.  Professor  Ehrhard  Bahr,  Chairperson. 

Through  structural  interpretation,  the  interrelation  of  time,  action 
and  tension,  and  the  singular  importance  of  time  in  drama,  are  studied 
in  Gotz  von  Berlichingen,  Clavigo,  and  Egmont.  The  ideas  of  Spielzeit 
and  gespielte  Zeit  by  Giinther  Miller,  and  Peter  Piitz'  ideas  on  dramatic 
devices  are  used  in  the  method  of  analysis. 

Mittelmann,  Hanni.  Die  Utopie  des  weiblichen  Gliicks  in  den 
Romanen  Theodor  Fontanes.  1978.  Professor  Ehrhard  Bahr, 
Chairperson. 

Seven  Berlin  society  novels  by  Fontane  are  examined  through  tex- 
tual analysis  for  his  attitude  toward  the  role  of  women  in  German  so- 
ciety, specifically  for  a  new  definition  of  femininity.  Mittelmann  also 
applies  Bloch's  definition  of  Utopia  to  discuss  the  Utopian  vision  of 
female  happiness. 

Trafton,  Elisabeth  Rockenbach.  Resignation  in  Wilhelm  Raabes 
Stutt garter  Trilogie.  1978.  Professor  Ehrhard  Bahr,  Chairperson. 

Applying  textual  analysis  to  Raabe's  "Stuttgart  Trilogy,"  resigna- 
tion is  shown  as  a  reflection  of  the  social  and  political  problems  of 
Raabe's  time,  indicating  that  he  was  aware  of  the  problems,  though 
he  did  not  analyze  their  underlying  causes.  The  study  interprets  this 
as  the  cause  for  a  vague  social  criticism. 

Cohen,  Rosi.  Das  Problem  des  Selbstmordes  in  Stefan  Zweigs  Leben 
und  Werk.  1981.  Professor  Ehrhard  Bahr,  Chairperson. 

After  a  biographical  and  historical  analysis  of  Zweig's  life,  and  a  close 
textual  reading  of  his  works,  the  study  lists  as  causes  for  the  suicide: 
exile  from  Europe,  relative  isolation,  depression  and  Zweig's  percep- 
tion that  his  existence  and  work  were  irrelevant. 

Michels,  Margot  Maria  Beate.  The  Problem  of  Aging:  A  Study  of 
Male  Protagonists  in  the  Work  of  Arthur  Schnitzler.  1981.  Professor 
Hans  Wagener,  Chairperson. 
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Five  of  Schnitzler's  prose  and  dramatic  works  were  examined  for  the 
problem  of  the  aging  male,  showing  how  the  protagonists  perceive 
themselves  as  aging.  Michels  discusses  the  depiction,  narrative  and  prose 
perspective  of  aging,  as  well  as  constellations  of  characters  and  special 
aspects  relating  to  aging.  The  males,  for  whom  the  aging  process  is  a 
problem,  are  revealed  as  suffering  from  immaturity. 

Kruse,  Jens.  Poetise  he  Struktur  und  Geschichte  in  Goethes  Faust  II. 
1982.  Professor  Ehrhard  Bahr,  Chairperson. 

Using  a  combination  of  structuralist  and  Marxist  methodologies,  the 
text's  relationship  to  history  is  traced.  The  study  stresses  the  historical 
importance  of  the  time  in  which  Faust  11  was  written,  i.e. ,  the  time  of 
Restoration,  for  the  shaping  of  Vaust  II,  thereby  deemphasizing  the 
time  in  which  the  play  is  set. 

Arjomand-Fathi,  Nushafarin.  Hafez  und  Goethe:  Studien  zum 
literarischen  Einflufi  und  zu  Goethes  Hafez-Bild.  1983.  Professor 
Ehrhard  Bahr,  Chairperson. 

This  study  examines  the  role  of  Joseph  von  Hammer,  Hafez  scholar 
and  translator,  in  Goethe's  perception  of  Hafez  and  shows  Goethe's 
West-ostlicher  Divan  not  only  as  a  "completion"  of  Hafez's  work,  in 
the  sense  of  Bloom's  theory  of  completion,  but,  at  the  same  time,  as 
a  self-portrayal. 

Sumiyoshi,  Andrea  Fuchs.  Orientalismus  in  der  deutschen  Literatur: 
Untersuchungen  zu  Werken  des  19.  und  20.  Jahrhunderts,  von  Goethes 
West-ostlichem  Divan  bis  Thomas  Manns  Joseph-Tetralogk.  1983.  Pro- 
fessor Ehrhard  Bahr,  Chairperson. 

The  concept  of  "Orientalism",  as  developed  by  Edward  W.  Said  for 
the  colonizing  nations  England,  France  and  the  United  States,  is  con- 
trasted with  a  purely  scholarly-classical  interest  in  the  Orient  in  Ger- 
many. After  tracing  the  different  types  of  representations,  the  focus  set- 
tles on  Goethe's  West-ostlicher  Divan,  followed  by  a  discussion  of 
Ruckert's,  Hoffmannsthal's  and  Thomas  Mann's  differing  treatments 
of  aspects  relating  to  the  Orient. 

Schonberg,  Barbara  Zeisl.  The  Art  of  Peter  Altenberg:  Bedside 
Chronicles  of  A  Dying  World.  1984.  Professor  Wolfgang  Nehring, 
Chairperson. 
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After  explaining  the  "mixed  genre"  of  prose  poetry — the  cause  for 
Altenberg's  relative  obscurity — Schonberg  places  his  work  as  antece- 
dent to  A.  Bertrand,  C.  Beaudelaire  and  J.K.  Huysman.  She  then 
demonstrates  Altenberg's  particular  Viennese  situation.  This  discussion 
is  followed  by  a  detailed  examination  and  analysis  of  form  and  content 
of  the  entire  oeurve. 

For  four  dissertations  completed  in  1985  the  abstracts  were  not  yet 
available  and  only  the  titles  can  be  listed. 

Brinker,  Evelyn  Marion.  Die  dichterische  Gestaltung  der  Liebesauf- 
fassungin  Theodor  Storms  Lyrik.  1985.  Professor  Wolfgang  Nehring, 
Chairperson. 

Burt,  Raymond  Lee.  The  Pietist  Autobiography  and  Goethe  'j  Lehr- 
jahre;  An  Examination  of  the  Emergence  of  the  German 
Bildungsroman.  1985.  Professor  Ehrhard  Bahr,  Chairperson. 

Engle,  David  Gray.  A  Preliminary  Catalogue  and  Edition  of  German 
Polk  Ballads:  The  Test  of  a  Thematic  Classification  System  on  187  Nar- 
rative Folksong  Types.  1985.  Professor  Donald  J.  Ward,  Chairperson. 

Kapaun,  Gisela  Elisabeth.  Die  Rolle  derftktiven  Leserim  Briefroman 
des  18.  Jahrhunderts .  1985.  Professor  Ehrhard  Bahr,  Chairperson. 


CONTRIBUTORS 


Stephen  Brockmann  received  an  A.B.  magna  cum  laude  in  Com- 
parative Literature  from  Columbia  University  in  1982,  and  an  M.A. 
with  distinction  from  the  University  of  Wisconsin-Madison  in  1984.  He 
is  currently  preparing  for  his  Ph.D.  preliminary  examinations  at 
Madison.  During  the  academic  year  1985-86  he  will  be  in  Leipzig, 
GDR,  researching  for  a  possible  dissertation  on  German  war  novels.  He 
has  published  a  paper  entitled  "Peace  in  a  Distoned  Mirror:  The  Ger- 
man Peace  Movement  and  the  American  Media,"  and  presented  a 
paper  on  '']ud Sufi:  Radical  Nostalgia  and  Hollywood  in  Nazi  Film." 

Laurel  Cohen-Pfister  is  a  1985  recipient  of  UCLA's  Distinguished 
Teaching  Award  for  her  excellent  performance  as  a  Teaching  Associate 
of  German.  She  received  a  B.A.  and  a  M.A.  from  the  University  of 
Florida,  Gainsville.  Specializing  in  GDR  literature,  she  has  studied  in 
her  field  at  the  Universities  of  Bonn,  Tubingen,  and  Rostock.  She  is 
spending  six  months  in  Tubingen  preparing  for  her  Ph.D.  preliminary 
exams. 

Lorely  French  received  a  B.A.  with  joint  honors  in  German  and 
Italian  from  McGill  University,  Montreal.  She  was  granted  an  M.A.  and 
Can.  Phil,  in  Germanic  Languages  at  UCLA,  where  she  was  also  a 
Teaching  Associate  for  four  years.  She  has  attended  summer  graduate 
seminars  at  Middlebury  College,  VT,  and  U.C.  Berkeley.  During  the 
academic  year  1983-84,  she  was  awarded  a  grant  from  the  German 
Academic  Exchange  Service  for  research  at  the  FU  in  West  Berlin.  Her 
dissertation  topic  is  Bettine  von  Arnim  and  German  women's  epistolary 
aesthetics  and  poetics. 
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Deborah  JANSON  graduated  Phi  Beta  Kappa  with  a  B.A.  in  German 
from  Michigan  State  University.  She  received  her  M.A.  in  German  from 
UCLA  in  1981,  and  recently  advanced  to  doctoral  candidacy  in  Ger- 
manic Languages,  with  a  minor  in  modern  German  history.  While  pur- 
suing her  studies  at  UCLA,  she  also  served  as  a  Teaching  Associate  for 
four  years.  She  is  currently  working  on  her  dissertation,  which  will  ex- 
amine the  reevaluation  of  Romanticism  in  the  GDR  since  the  1970's. 

Janice  Murray  was  granted  a  Master  of  Arts  degree  (German 
Language  &  Literature /English  &  American  Literature)  by  the 
Ruprecht-Karls-Universitat,  Heidelberg,  FRG  in  February  1980.  Since 
January  1983  she  has  been  a  graduate  student  and  Teaching  Associate 
in  the  Ph.D.  program  at  UCLA.  The  topic  of  her  dissertation  is  the  ideal 
of  the  feminine  in  early  Romantic  literature.  Other  research  interests 
include:  GDR  literature  and  literary  theory,  and  the  historical  develop- 
ment of  Marxist  aesthetics. 

Mary-Euzabeth  O'Brien  received  a  B.A.  in  German  from  California 
State  University  at  Long  Beach  in  1981,  and  an  M.A.  from  UCLA  in 
1983.  She  has  been  a  Teaching  Associate  at  UCLA  for  four  years.  Dur- 
ing the  past  two  summers  she  has  studied  at  the  University  of  Rostock 
in  the  GDR.  The  topic  of  her  dissenation  will  be  a  narrative  analysis 
of  Irmtraud  Morgner's  novel  Amanda.  Ein  Hexenroman. 

FrAUKE  von  DER  Horst  completed  her  undergraduate  work  with  a  /. 
Staatsexamen  in  Mathematics  and  Education  at  the  University  of  Ham- 
burg, FRG.  She  received  her  M.A.  in  German  literature  at  California 
State  University,  Long  Beach  in  1978.  Currently,  she  is  working  on  her 
Ph.D.  dissertation  at  UCLA  on  the  visual  and  literary  work  of  Kurt 
Sch witters.  She  is  also  preparing  an  exhibition  of  Kurt  Schwitters'  work 
for  the  Long  Beach  Museum  of  Art. 
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